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ABSTRACT

APPROPRIATING THE PAST: LOOKING AT VISUAL EVIDENCE IN THE TWENTY
FIRST CENTURY ARCHIVAL DOCUMENTARY

by
Zachariah Anderson

The University of WisconsiuMilwaukee, 2024
Under the Supervision of Professlmrcelyn Szczepaniagillece

Film and documentary scholars have long debated links between images, history, and
truth. The field recently began addressapgstemological questions emergent when visual
sources are circulated as evidence in an age of rapid image appropriation, manipulation, and
circulation. To cont r i b uetaevidentarydaoeb, astudydwertyp o ut i
first century arclval documentaries. By archival documentary, | mean a film that primarily
comprises extant images (from government archives, home movies, surveillance footage,
Hollywood films, etc.), rather than footage shot for the documerftdnys scholars and critics
have applied many labels to these kinds of filonpilation, found footageemix, etc | favor
the term Aarchi val d o ¢ utnheenstea rfyi ol nbsedc ahui sset oirti oegnm
engaging with archival images as evidet@wsupport truth claims about the pastenty-first
century archival documentaries make visible and analyzable urgent concerns surrounding the

evidentiary roles of images, especially in the wake of discourses related to disinformation, digital

surveillanc-er utthdot hvaladt@renaries toaheotize targeted modes of

l ooking in response t affordameand linttaionsaeeaviteaceTaeb o ut |
first chaptdarmupgrhopg ks nfgposxatt photographs in r
The secondchaper advocates for dAvirtual | ooking, 0 wt

and public when home movies are repurposed in histories of the Holocaust. The third chapter



proposes fApoliced | ooking, 0 wbrnarmerarfoetagetonds t o
|l egitimate policing. The fourth chapter argue
images to recognize their contingent use vainéise twentyfirst century By exploring archival
documentaries and their methods of engaging with visual souncedjdsertatiomprojectinvites

scholars to further historicize, critique, and reimagine how looking at images as evidence will

shape future understandsgf the past.
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| nt r oduclLtoiddknisntgri cally at Archi val | me
Any (re)use ofan archivalimageas evidence is an act of apprepinga partial, mediated
trace ofthe pastEachof theseact of appropriatiorproduces new meanings and knowledge in
the presentin most cases, the originaleatorof an archival image did nplan forits potential
future use as evidenceAs historian Peter Burke reminds us, imafdi&e all other historical
sources iwere not created, for the most part at a
makers had their own cl€ontadictionsinevithbtyermerge, thenn me s s

between the various uses and contingent meanings of archival images as they are

recontextuali zed as evidence. Jai mi e Baron de
the original vi savaeylreuse ofa prexisting récording B,am some, levef, a
Omi sused in the sense that its new use was no

p r o d @ Theseprodesss of misuse are as old as images themselves. However, as the ease and
pace of image appropriation have rapidly accelerated in an era of smartphones and social media,
individuals are repurposing and encountering images as evidence in a variety of netg.clintex

this project, | contend with the evidentiary roles of images in this age of easy and rapid image
appropriation, manipulation, and circulation. As historians, documentarians, and everyday social
media users appropriate and circulate images as ewdetiae midst of these evolving
circumstances, complex epistemological concerns emerge. In respomstesnd withquestions

about how to look at visual sources as contributors to historical knowl8gdgeifically, |

A

consider vusswalads ns d lhnrecevak e of the digital erad

! Peter BurkeEyewitnessing: The Use of Images as Historical Evidénmedon: Reaktion
Books, 2019) 41.

2 Jaimie BaronReuse, Misuse, Abuse: THthics of Audiovisual Appropriation in the Digital
Era (New Brunswick Rutgers University Press, 2028.
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of the archive, the image, and evidence.

To explore these questions, | study the tactics of appropriation and montage in specific
twentyfirst century documentary films. While many kinds of documentaries appropriate and
recontextualize extant images as visual evidence to support their argubmrittha past, | will
focus on a specific category oByafchivalm t hat | ¢
documentary, | mean a film that primarily comprises extant images (from government archives,
home movies, surveillance footage, Hollywood filreks,.), rather than footagpecificallyshot
for the documentary.argue that twentfirst century archival documentaries maksible and

analyzablenany of the er ads most-bagsadevidencdihngkindsoin cer ns

documentaries | am studying ar e ipodgheyaeer |y des
typically associated with the avagardeYetl pr ef er t he t er nbedasse c hi v al
it emphasizes these filmsé historiographic me

to support truth claims aboutthe past. ec ho Cat her i n evenReathsestery | 6 s cl| a
conceptualizations of whativab e e n cal | ed # f loiunncdl uf doiontga gviol [fiia nm
influential taxonomies of compilation, collage, and appropriatiare insufficient for analyzing

many emergingwenty-first century archival filmmaking practicédn responseRussell

proposeshe frameworlo f  fi a r ¢ hto beteerouhdergtgndhdwi | mmaker s ar e fr e
engaging with historicdThidecpmejnést 0i $snichsipgi n
framework, but | am primarily interested in archival documentaries insofar aprihagie

opportunities to reconsider how to look at archival images as evidence in many other settings. In

SwillamC.Weesfil n t he Domain of Montage: Gompilatio
Recycled Images: The Art and Politics of Found Footafyas (New York City: Anthology

Film Archives, 1993 3247, CatherineRussell Archiveology: Walter Benjamin and Archival

Film Practices(Durham: Duke University Press, 2018)L

4 Russell Archiveology 27.



other wordsthis projectis not acomprehensivéistory of avangarde engagements with found
sourceslInstead) arguethatstudyingarchivaldocumentaries t act i ¢s of appropri
reveals meaningfuhsightsabout how tqurposefullylook at images as evidence in many
contexts.Through the evaluation of twenfyst century archival documentaries and theodes

of engaging with extant visual sourcésheorize and demonstrate modes of looking at images as

evidence in direct response to the eradbds evol

Historical Modes of Looking

Since the nineteerttentury emergence of photography and film, mechanically produced
images have been described as bearing a unique relationship to the past reality they depict. This
presumed privileged link between a photographically produced imagbepdgt moment it
represents has bolstered onl ooker sé ,fespitea h i n
these recordirgy 8electivity and affinity for excess and fragmentafiadhile paintings have
alsobeen used as evidence to support arguments about the past, photographically produced
images have been positioned as the most authoritative modes of visual evidence because they are
generated by mechanical and photochemical processes, rather thanéus arti§t@ver dime,
film scholars began to describe these mechanicatig photochemicaliproduced

representations of the past in relation to the semiotic concept of indexicality. As Miriam Hansen

® For an overvievof discourses surrounding the emergengehoftographic film technologies,

their potential promise as ideal media$toring/archiving the past, atidtesev i sual sources
Acouan ehhi v adfindetérmimacyearsd contingency, see Paula ArGadinterArchive:

Film, the Everyday, and Ad(MewV¥ark: Golambia &msversity c hi v e

Press, 2010

® This perceived link betweeni | més aut omation and imprints of

debates and theories, including thachdiscussedealist theorie®f Andre Bazinandhis

followers.For example, se&ndr®Bazin,What Is Cinema? Volume(Berkeley: University of

California Press, 2005Rp a ni e | Morgan, ARethinking Bazin: O
Critical Inquiry 32, no. 3 (2006): 44381.



explains, the field of
film theory adapted [Charles Sanders] Pier
physical connection between sign and referent, primarily to describe the photochemical
registration of light reflected off an object at a particular time and place, a tonnbat
in turn subtends the iconic function of photographichlged images, their relation of
resemblance to the objects they depict.
Some film and media scholars have since argued thetause digital imagaaking
technologies no longer rely on this photochemical imprint of lighe digital era has introduced
a fAwani ng o§If onerdotdoesthiscaaylinierit 4 extreme conclusions, digitalge
generation andhanipulationontologically threaten thstatusof photographically produced
images as evidence. In response to these claims, Mary Ann Doane argues that the concept of
indexicality can be understood separately from technologies of image produatidrthat we
must evaluat e t hf@cedp eorfs iismaignegs fliBoanspbostiasielyg i t al €
explains that an Aindexi cal i maginaryo might
production and circulation, especially in the case of images depicting past suffering df death.
These complex debates about indexicality and technology inform my exploration of
archival images as evidence in the early twdimsg century. However, | mostly shift away from
this welkknown semiotic framework of indexicality and its related ontologpg@roaches. |
begin with a fundamental assertion: the evidentiary values of photographically produced images
T whether these images were created via photochemical or digital procéssesalways been

historically and discursively constructed, rathertlontologically or technologically determined.

In other words, discourses about ontology, technology, and indexicality can strengthen what

” Miriam HansenCinema and ExperiencSiegfried Kracauer, Walter Benjamin, and Theodor

W. Adorna(Berkeley: University ofCalifornia Press, 2032157

8 D. N. Rodowick,The Virtual Life of Film(Cambridge: Harvard University Press, Zpal45

Mary Ann Doane, @l ndexi cabbDiffergencesiBmat@00gend Si gr
YDoane, ndnlobdexicality,
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Tom Gunning calls the fAtruth claimso for phot
static, ahistorical nature intrinsic to photographically produced visual sddieestographs
weremanipulatedo deceive onlookedseng before digital deepfakeame alongand ima g e s 6
evidentiary rolesverehistoricalfrom the startAs | will demonstrate throughout thisoject,
what exists within the frame mattemsinor orevenseeminglyillegible detailsin an archival
imagecaninform our understandingsf the pastStill, how we interpret, trust, and/or douhe
content ofphotographically produced visual sourgél be shaped by the evolving truth claims
made fortheseimageswithin the specific contexthroughwhichtheyare appropriated, looked
at, and circulated to produce historical knowledge.

Rather than focusing on indexicality or ontology, then, | explore the questimwao
look historicallyat photographically produced visual sources in response to theieanty-first
centurybés evolving anxieties about what const
itself. My primary intended audience includes media scholars, documenthisosgans, and
archivists working at the intersections of visual sources, archives, and evidence. That said, |
analyze processes of looking that are relevant to anyone interested in media literacy and the
guestion of how to purposefully look at appropctmages as historical evidence in
documentary films, on social media, in history books, and elsewhere. Each chapter outlines
distinct modes of looking at various kinds of archival images, but this project is guided by an
insistence thagllar c hi v al i mages are more than fAmere il

demand the kinds of careful looking and interpretation that committed historians apply to non

"Tom Gunning, fAWhatoés the Poi ndinSalfMovwng | ndex ?
Between Cinema and Photograply.Karen Beckman and Jean N2urham Duke University
Press, 208), 27.



visual source$?

My attempts to move beyond visual sourcesbod
guestions about how to |l ook historically are
looking at images of African American sufferingand déd®.ak er 6 s wor k i s espe

foundational to my project because it provides a framework for studying how images can be used
and looked ain specific social and historical contexts to consequentially shape understandings

of the past and one another. Baker argues that encounters with visual sources play a privileged

role in constructing who is human and, in turn, who is worthy of civil righasdemonstrate this
relationship betweeacts oflooking andour understandings of the past and each other, Baker

analyzes situations in which individuals and institutions stage encounters with images of

suffering or dead bodies to either dehumanizegist on the humanity of Black lives. For

exampl e, Baker explains how the photograph of
appropriated and circulated to support racist justifications of violence. Yet Baker also

demonstrates how this image waiculated by his mother and African American journalists to
argue for Tilldéds humanity ( amBldckAmencans urn, to f
deserved). Baker describes these latter processes of appropriating and recontextualizing visual
sourcess fichor eogr aphi ¥@As!|wilfexplain imamaresdetail inshiprojécd s 0
final chapter, a choreography of humane insig

knowl edge about t he hudiBakértrages similér choreographiesa g e 6 s

across various contexts in the United Statésm slavery to the Jim Crow era, and from the

12 Burke, Eyewitnessingl 2.

13 Courtney R. BakeHumane InsightLooking at Images of African American Suffering and
Death(Urbana: University of lllinois Press, 20115

14 Baker,Humane Insights.

15 Baker,Humane Insights.



civil rights movement to racist police violence in the edangnty-first century. Building on
Bakerdos description of historically specific
approach archival documentaries as sites that stage encounters [sgeatators and
appropriated visual sources. I analyze how th
montage invite us to look at images as evidence in a variety of targeted ways.

Li ke Baker, | privilege thg deslhpifiltookhe oa
prominence in many corners of visual studfeEhe concept of the gaze has led to many
productive debates in both academia and popular culture, especially in the decades since Laura
Mulvey introduced herwek nown psychoanalytical take on the
Hollywood cinemd’However, theories of the gaze are of't
specific national and historical mode of cinema. Also, many ahistorical understandings of the
gaze tend to treat a visual text assfit or i gi nal cantrotsits futnire évslentianyt e n t
values othow onlookers will engage with and interpret its visual representations oveftime.
Still, I do not fully reject the underlying idea that the construction and organization of images
can shape the perspective through which viewe
meanings. As Baker suggests, encounters between images ancembrekoften
choreographed in specific ways based on the hope that those encounters will produce certain
responses from the onlooker. Yet the-oveg/ notion of the gaze too often overlooks the

complex and messy interplay between how historians, docunarsaand others strategically

16 Baker,Humane Insight2.

YLaur a Mul vPegsure dn&/Nagative Cineda Visnal and Other Pleasures

(London: Palgrave Macmillan, 1989),-27.

18 For examplesome Holocaust scholars and historians warn agaitstating gperpetrator

gazewhen circulating Nazproduced images &vidence. See Sus& Cranefi Choosi ng Not
Look: Representation, Repatriation, and Holocaust Atrocity Photografiistory and Theory

47, no. 3 (2008)309-330.



appropriate and stage visual encounters with extant images to support arguments about the past,
and how onlookers actively engage with approp
producers or appropriationists likely never intended. In short, thef miking is never simple,
fixed, or onedirectional; modes of looking at a photographically produced archival image as
evidence are shaped by historical processes of collection, appropriation, curation, juxtaposition,
(re)contextualization, etc.,aswalls t he onl ooker s own experienc:¢
point is this: looking which is an active, searching gesture that should be understood as
historical and strategic, guided and individuaheaningfully shapes our perceptions of
humanity and istory alike.

Bakerdos study of | ooking at i mages depict.i
contributes to a decadémng debate about the evidentiary roles of atrocity photographs. As |
will explain below, atrocity photograpfisncluding those related to the Holgsti have played
especially prominent and contentious roles in discourses about the perceived values and dangers
of looking at images as evidence in documentary films and elseWtigwday, sholars
continue tadisagree about how to look at (or whether to look away from) atrocity photographs.
While these debates are very complex and unresolved, | offer a reductive summary here: one side
believes that looking at visual traces of historical suffering inspires action to prevent similar
atrocities from occurring agaithe other side warns that looking at photographs of past pain and

death desensitizes onlookers and distracts them from responding to present ¥olence.

19 Atrocity imagesarealso central to debates about digital imaagevidenceFor example,
scholarsaddresgligitality and indexicality in response to 2004 digital photograglsisoner
torture at Abu Ghrai b. SeeTh®VWrwakifeld®ldm dexi cal i
20 For example, scholars hadebated the ethics arfficacy of looking at perpetratgroduced
photographs as evidence. Samina StrukPhotographing the Holocaust: Interpretations of the
EvidencgLondon: |.B. Tauris, 2004 5usieLinfield, The Cruel Radiance: Photography and

Political Violence(Chicago: The University of Chicago Press, 2010).
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My emphasis on how to look at photographically produced images as evidence rejects
these polarized positions. | do not accept the naive belief that simply looking at images of the
past will change our actions and policies in the present or future. Phgitegmad moving
images have been captured, looked at, and recirculated as evidence for a long firasthisd
p r o j fest dhapter details denial, hate, and violence continue to take many forms in the
twentyfirst century. And while | am sympathetic fears of desensitization and distraction, these
concerns should drive our careful reconsideration of how to look, rather than inspire us to look
away. Plus, even if | did agree with the most extreme warnings that looking is dangerous and
certain imageselated to atrocities such as the Holocaust should not be circulated as evidence,
ithe i mages are out t he&Thisisespedallydgueinithe wakesof out o
theearlytwentsf i r st centuryds accelerating ease and |
circulation. Even some of the most graphic atrocity images can be easily found in multiple
settings online where they serve aglemceto support opposing visions of the p&&sThis
proj ect 6s leokinhktnagasas evidenae,fthen, is shaped by an understanding that
images do not carry static meanings and they do not automatically trigger a change of heart or
action from an onlooker, but they are all around us and shaping our understandings of the past.
Thequestionis how to look purposefully and historically.

My search for historical modes of looking is also inspired by art historian Georges Didi

Hubermands insistence on the need to purposef

SvenrEr i k Rose, fAAuschwitz as Hlemagnmagegwtti ¢ Rupt u
Jameson, Lyotard, Didilubermarpin Visualizing the Holocaust: Documents, Aesthetics,

Memory ed. David Bathrick, Brad Prager, and Michael D. RichardRathester: Camden

House 2008, 116

22 For example, a search for lynching photographa®rMe me G e siterevaals anages
combinedwith hateful text, whicttan be circulated s hi st o r i tosupporthistovidald e nc e 0
myths of white supremac$geehtips://imgflip.com/memegenerator

9



https://imgflip.com/memegenerator

recorded and then smuggled out of Auschwitz. According toBidib e r man, we ar e #fc
with sustaining [these photographs] by I ookin
incompleteness and present o mflindhedeveds@dvni nabi | i
and controversial arguments abauesponsibility to look, DidHuberman is replying to those
including documentarian Claude Lanzmanfiltamaker| describe in detail below) that claim
Holocaustrelated images have nothing to tell us about this unknowable past atrocity. In
response, DidHuberman argues that specific modes of looking can reveal historical insights
about Auschwitz and the experas of its prisonephotographers that have been neglected by
conventional modes of engaging with visual sources. Through careful attentionth e c amer a 6
proximity, its canted angles, its unintentional soft focus, etc.-Bidierman illustrates that
looking at the Auschwitz photographs phenomenologigatither than only evaluating their
surfacelevel content unearths traces of the phgto a p h erisligng experieihce of capturing
and circulating the imageé$Critics accuse DidHuberman of aestheticizing atrocity, but his
analyses persuasively demonstrate that strategically looking can construct new understandings
about a prisonerdés experience specifically an
producel archival images, atrocity, and historical knowledge broadly.

My thinking is informed by Baker, DidHuberman, and other wethown responses to
the links between photographically produced images and death from scholars such as John

Bergerand Susan Sont&gAs | will describe throughout this project, many of these scholars

23 Georges DidiHuberman)mages in Spite of All: Four Photographs from Auschy@tzicago:

The University of Chicago Press, 2008),

24 Didi-Huberman is especially critical ofiratorialpracticegshatmanipulae and crogthe
prisoneftaken photographs to focusbrwh at t h e while amiingt &' es ¢é ena@ e s 6
perceivele x cesses and 0 n o nbidoHulbemaninages y Spitesof AdBA.t . 0
23 o h n BRhotogephs of Agony Abaut LookingNew York Vintage Books1991),

41-44; Susan Sontadregarding the Pain of Othe(blew York: Picador 2003).
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have productively foregrounded the specific concegleded tacases of looking at atrocity

images. However, | argue that all visual souiicest only those that explicitly depict violence,

suffering, or deati demand the kinds of strategic and historical modes of looking that have

been theorized in responsetmatri t y i mages. | echo Susie Linfi
atrocity images continue to demand our attention and purposeful analysis, looking anew at

A o pemd e d-wolent arages can also lead to critical thinking and insights about the

historical ©ntexts that led to violence and war, as well as the experiences of those that lived

through past violence and political upheafd#tor example, Linfield reproduces a 2004

photograph from Baghdad, Iraq that depicts two young boys walking peacefullig-arm; the

war 6s nearby violence remains just beyond the
dentist with a disposable caraghat was supplied by an American magazine. Linfield argues

that the ambiguities and unexdmetcetllgalwae | e ment s
photograppt aken by a nonprofessional 6 were especi a
understandighg@dofol heiittsad@dbe tldareLinfieldstaunchiyn | r aq. 0
rejects the position thatomeustt ook away from i mages depicting
analyses also suggest that a scholarly and cultural overemphasis on atrocity images alone risks
overshadowing the question of how to look at other sources that shape our understanding of past
political violence. My goal is to take seriously many of the ethical, epistemological, and
historiographic issues raised by debates about atrocity photographs but to transpose these

concerns to processes of looking at visual sources that appeaiotent (at least at first

glance).

26 | infield, The Cruel Radianc&9.
27 Linfield, The Cruel Radiance8-29.
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I n this dissertationés f-relatedvisualeadencéh apt er s,
focus oncritical processes of looking at unexpected kinddabcaustrelatedimagesfrom
glassplate portraits of smiling Romanian families to 16mm European home sabpigoritize
these nofviolent sourcesnstead of the most frequently analyzed Holocaektted images, such
as Allied troops6é | iberation photographs or t
In the third chapter, | address the sabjaf twentyfirst century racist police brutality in the
United States, but | do not only prioritize questions of how to look at the videos most often
discussed in relation to this subject, including bystander cellphone recordings of white officers
abusimg or killing unarmed Black civilians. Instead, | also analyze modes of looking at seemingly
nortviolent appropriated visual representations, including bedsn camera footage of police
officers peacefully interacting with citizens. And in the final chggtaurn attention to a wide
variety of appropriated audiovisual sourtdslevision news interviewscenes from
controversial feature filmwiral YouTube videosetc.i to demonstrate how these disparate
pieces of visual evidence can be reactivated to construct an entangled history of American
racism, violence, resistance, and Black excellence. | argue that, rather than narrowly focusing on
the values and limitationd atrocity images themselves, it is necessary to theorize processes of
looking historcally at many other kinds of visual sources that we encounter daily in our-image
saturated cultures. These images typically do not directly represent suffering and they have not
historically attracted the same level of attention from media scholars, datanmans, or
historians studying visual evidence and/or histories of violence. Yet we can look at these visual
sources strategicallyincluding in response to twenfiyrst century concerns about the status of
images, evidence, and trutho construct kawledge about thpastcontexts, experiences, and

motivations that led to violence and injustice.

12



As will become clear in later chapters, | focus on archival documentaries that appropriate
seemingly nosviolent visual sources related to tHelocaust, polimg, and histoesof racism
for many reasons. One ofy primary motivatiors for prioritizing these specific topics of
historical violenceand injustices the centrality of these subjects within broader debates about
i ma gperceived values and limitatianss | will outline in the third chapter, videecordings
of racist police brutality have proven fundamental to efaisnty-first century debates aboilie
politics of the image and discourses abehat visual sources can or cannot tell us about the
past.Many of these recent discourses build upon mladrates about visual evidentee
efficacy of looking,andthe representability diistories of volence.The subject of the Holocaust
in particular was integral to lateventieth century debates about the perceived limits of looking
at photographically produced archival images as historical evidence, especially in documentary
films. To begin theorizing modes looking at photographically produced archival images as
evidence, especially in relation to historical subjects of violence, it is necessary to first return to
some of theemost influential lateéwentieth century discourses about historicaikieolge and

i magesd6 evidentiary rol es.

The Holocaust andthe Perceived Limits of Visual Evidence

In the 198090s, contentious debates emerged about the (im)possibility of knowing or

representing the myriad events collectively referred to asltfmcaust® In the wake of the

Hol ocaustdéds seemingly unimaginabl e modern gen

writers, and flmmakers suggested that history itself had irrevocably fractured. Formerly

28 For GiorgioAgamben, evea  wor d | i kieespidmalty lasol anausiagtitowith a

capi tiails fAaHho i u nf o cause iB@Epeas ttoe rgmov eb emeani ng back
incomprehensiblé.Giorgio AgambenRemnants of Auschwitz: The Witness and the Archive

(New York: Zone Books, 2(X), 28.
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accepted notions of historical testimony, knowledge, research, interpretation, narrativization,
representation, and language seemed forever altered. By theB3@ven scholars actively

working in archives and fighting against a growing cultural ananegjarding the Holocaust

publicly questioned whether one could really know or tell the story of what seemed to be
unspeakable horrors. According to David Bathrick, these concerns about the inability to

understand this specific historical subjectcontebdt t o an i nterdisciplinar
unknowabilityo surffounding the Holocaust.

In the field of latetwentieth century philosophy, many scholars regarded the Holocaust
broadlyi and Auschwitz in particuldras a fAdeci sive ruptureo that
about testimony and introduced complex epistemological probftFus.example, Giorgio
Agamben building on Primo Levidescribes h Bluséimanni a concentration camp prisoner
whose extreme suffering has led to the loss of human capacities to reason or reimesyeer
il i mi t3 ForiAgambeethedluselmani r oni cally becomes the onl
to the ca¥ploiss hfoirgwmre rai ses for mi cheatity € quest i
since any survivor 6s Madelmaninpt ek pebkeancwitamabn
incomplete®® Jean Francois Lyotard also questiotieehuman capacity to understand this
specific historical subject. For Lyotard, Aus

hi storical knowl edge s*Thisconcdpton of thenppseasence i mpu

®David Bathrick, #Alntr odu cMisuatizingtheSelecaugig i Agai ns:
Visualizing the HolocausDocuments, Aesthetics, Memgoed. David Bathrick, Brad Prager,

and Michael D. RichardsqfRochester: Camden House, 2008), 9.

30 Agamben Remnants of Auschw;t@9.

31 AgambenRemnants of Auschwiti3.

32 AgambenRemnants of Auschwit0.

33 AgambenRemnants of Auschwifz7.

34JearfFr an-ois Lyotard, fiThe Diff ®r Biacdtics14 noe Ref e
3 (1984): 14.
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unknowable introduced unsettling questions about how to respond to Holocaust denialism.
According to Lyotard, if a denialist claims Auschwitz was not a site of systematic genocidal
murder, that act of denial cannot be simply overpowered by statisticedofialots becausie

even after encountering this evideficene could never presently know the horrors and gravity

of what occurred there. Lyotard si tifttende:s t he
a dispute ft hat c dfordacktofa ule ofjedgament apicalyle to bote o | v e
ar g u m®lyotasd cims thatn response to the logic of Holocaust deniérs he onl y
acceptable proof that [the gas chamber] was killing is that one died from it. Butisf deed

one cannot testify t ha t3Thesephilssoghepaint ® thelonits t h e
of testimony and, in turn, the perceived impossibility of presently knowing and communicating

t he Hol ocaustds past atrocities.

While philosophers debated the péstschwitz limits of testimony and knowledge, kate
twentiethc ent ury hi st ori ans ar gued it basetthattumgeelyHo!| oc a
challenged many conventional historiographic practices central to drodgearch and the
construction of narratives about the p$tor example, in 1989, Saul Friedlander claimed that
the fAhistorical exceptionalityo of the AFinal
interpretation, representation, and relevaiiteess than a decade later, Friedlander published

the first volumé' titled Nazi Germany and the Jews: The Years of Persecution] 1933i in

3 JeanFrancois LyotardThe Differend: Phrases in Dispufi®linneapolis: University of

Minnesota Press, 1988).

¥ Lyotard, i TheRefeentfanhd@he Broper,Namek,

3" Dominick LaCapraRepresenting the Holocaust: History, Theory, Trayttiaca:Cornell

University Press1994), 45

%8Saul Friedlander, AThe O6Final Sol uHistayn: & On
and Memoryl, no. 2 (1989)73.
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his carefullyresearched and detailed historical account of the Holod¥lest.i ed | 2 nder 6 s |
histories remain among the most trusted narratives on the subject, but hieygaocesses of
research and writing only deepened his skept.i
sources, narrativize the past, and pamrelevant knowledge when confronting the specific

historical subject of the Holocaust.

For other historianeritically examiningthef i el dés practices at the
century narrativizing the events of the Holocaus
broader critiques of objectivity, origins, neutrality, truth, and the authority of {&kts.
exampl e, historian Dominick LaCapra argued:
Holocaust do positivism and standard techniques of narrowly emganedytic inquiry seem
wa nt iHayderoWhité an especially influential figure in linking postmodernist critiques to
historiographyy descr i bed t he Hol ocaust as At he paradi ¢
European historyo that def i e d*Whitecuteized i on al pr
historians who suggested that the Holocaust was completely off limits, but he argued that this
kind of Ad6unnatural 6 evento demanded fiantinar
any traditional representation of them woutd @ e s s a ¥ AsIFiyedldnder, IaCapra, White,

and other historians raised suspicions about

39 saulFriedlanderNazi Germany and the Jews: Volume |, The YeaRerfecution, 1933939

(New YorkCity: HarperCollins, 198).

“For an overview of debates about postmoderni
the twentieth century, sée RAnker smi t, AHi st or i oaHistarpdng and P
Theory28, no. 2 (1989)137-153 PerezZZ agor i n, AHIi storiography and
Reconsiderationg History andTheory29, no. 3 (1990): 26374.

41 LaCapraRepresenting the Holocay4t7.

42 HaydenWhite,i Th e Mo d e P n Figutal REalisen Btudies in the Mimesis Effect
(Baltimore:Johns Hopkins University Press,22), 79

“White,i The Modep81i83t Event
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discover and tell the truth about this specific subject, the Holocaust became a prominent site
through which the fieldbds most fundament al as

In the domain of literature, the discourse of unknowability was extended to warnings
about the I imits of a writerdés i magination an
formulas or familiar genres. Thidibodvotepoesyl or no 6 s
after Aus chwilobmzed over méng of these latteerdieth century debates about
ethics, atrocity, and literary representatfdR.oets and other writers responded to Adorno by
seeking new creative modes for addressing the subject of the Holocaust, while simultaneously
echoing concerns about its representability and knowafilRyo et Char |l es Bernst e
description of this tension between |iterary
unrepresentability is worth repeating at length. For Bernstein,

thescope or core of the Second War cannot be represented only by the conventional

techniques developed to depict events, scenes, battles, political inf@mig$he surface

of the war can be pictured. To be sure, the crisis of representation, which is to say the

recognition that the Real is not representable, is associated with the great radical

modernist poems of the period immediately before and afterntste/fForld War. In the

wake of the Second War, however, the meaning, and urgency, of unrepresg hoatil

on explosive new force as a political necessity, as the absolute need to regroutfd polis.
Similarly, in 1989,acclaimed writer and activigilie Wieselargued that Auschwitz

defeated art, because just as no one could imagine Auschwitz before Auschwitz, no one

can now retell Auschwitz after Auschwitz. The truth of Auschwitz remains hiddé&n in
ashes. Only those who lived it in their flesh and in their minds can possibly transform

“Theodor Adorno, 0 Cul ©ufrianis(Gambridge: MIT Bress, 488d Soc i
34.

4 Scholars havarguedthaAd or no 0 s p misiaterpeeediasd thatfhis @vn thinking

about posHolocaust representation was quite comp&ee, for example, Antony Rowland,
ARBReading 6l mpossibilityé -dolddodBas Crtiéab simi 6 s Ad
Survey9, no. 1 (1997): 559.

®CharlesBer nstein, fAThe Second WaecticaAnthroplog24, moder n
no. 3/4 (1999)262
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their experience into knowledge. Others, despite their best intentions, can nevéf do so.
Literary critics echoed these wrigseboncerns by arguing that Holocaustated poetry, novels,
memoirs, etc., had upended their ability to understand, analyze, and judge writing about the
subject. For exampl e, Geor ge Srteelianteerd aprogeuterdy ti
amenablédo critical paraphrase or equalizing interpretation. We move here in the sphere of lived
metaphor, of languageeside itsef 0*And | i terary critic lrving Ho
writings often reveal the helplessness of the mind before an evil that cannot quite be imagined, or
the hel plessness of the i maginati d°fmcctrdinor e an
to these latéwentiethcentury perspectives, this specific historical subject had ultimately
revealed the limits of imagination, aesthetics, interpretation, criticism, and language itself.

All these perceived pogtuschwitz limits of historical testimony, knowledge,
interpretation, and representation coalesced inraftthe-century debates about Holocaust
related archival photographs and documentary filhssexplained abovejsn c e phot ogr aph
nineteentkcentury emergence, discourses about photographic evidence have been rooted in
claims about the imagesd indexical traces of
Documentary cinemaa filmmaking mode closely asso@dtwith discarses about truth and
knowledge' frequently appropriates archival photograpk supporting evidence and illustrative
br ol | . I't makes sense, then, tharelatedocumentar.i ;

photographs would become central to debates about the perceived limits of historical knowledge

47 Elie Wiesel,ii | Holocaust Art Even DeattCan Be Trivializegh TheNew York Timeslune

11,1989 https://www.nytimes.com/1989/06/11/moviesfandthe-holocausttrivializing-

memory.html

8George Steiner, @Thlen Llopnpgr ola cf he GiBotoudteds caopShoor a h
2 (1987):61.

®l'rving Howe, @ Wri,binAmpicesStlldHeatdadeNinddHolvefNew u s t

Haven: Yale University Press, 291283.
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and visual evidence. If the Holocaustitiween deemed unimaginable, unrepresentable, and
unknowable, whatauld a photograpfi a source thought to carry a privileged link to the past
tell documentary spectators about this specific historical subject?

Many of these debates emer ged iNghtande wake
Fog (1956). This approximately 3@inute film includes appropriated Holocaustated
photographs, footage recorded by Resnaisd cre
Majdanek concentration camps, and a vaiger narration from French Resistance fegtand
Mauthausen concentration camp survivor Jean Cayrol. Foreshadowing the discourses that would
later position the Holocaust as a distinct challenge to historicalsegetion, programmers and
critics treatedNight and Fogas an exceptional postwar object that disrupted prior conceptions of
both documentary and arthouse cineMight and Fogwas initially omittedfrom the Cannes
Film Festival before protests led to its admission out of official competition. This choice implied
that the festival and its jury could not ethically judge this film (or its appropriated photographs
and Resnaisd6 approach t o alongspe actherenedtigionsgexamgles hi s
of international cinema. Fellow French New Wave filmmaker Francois Truffaut famously argued
t hat Resnaisdé6 film defied traditionalNightat egor
and Fog in the vocabularpf cinematic criticism. It is not a documentary, or an indictment, or a
poem, but a meditation on the most important phenomenon of the twentieth é@hAngther
Cahiers duCinémacritic wrote thatNightand Fogii s a f i Il m t hat , I n princ

any cinematographic revie@wThe fabric this funerary oratorio is weaved of calls for respect, a

°0 FrancoisTruffaut, fiAlain ResnaisNuit et Brouillard o Thie Rilms in My LiféNew York:
Simon and Schustet978), 303.
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kind of silence whose breakiEwvge nc Culyd od & sc cmnwni
within the film points to limits of documentary storytelling and the photographic image in
response to the Holocaust: AThe reality of th
unfathomable to those who endured them, wetry vain to capture what r
description, no image can convey their true d
the Holocaust had equally upset leimgld conceptions of the photograph and the documentary
alike. As Andrea Lisssmmar i zes, ABYy the very nature of th
they test the viewerodés empat hy, Hol ocaust pho
docume¥tary. o

The release of Cl| aude Shaahreimiganared onvdrsatdis d o c u
about the representability of the Holocaust a
L anz ma n i which l&sts mone than9 hour® mi t s documentari esd tr at
recontextualization of archival photographs as eviddnséead, this landmark documentary
constructs its account of the Hol ocaust via L
where he interviews individuals that witnessed the eventshfst. As Emma Wilson explains,
At here has been a t e nStoeamdpightaad Fogapdifféripg, dvdne t wo
opposing, responses to the call %tWhiethisar witne
understanding of the two films as strictly oppositional can be reductive, Resnais and Lanzmann

represented two very different attitudes toward the evidentiary values of Holoetist

®1 Jacques DonieValcroze Quoted inJearMarc Dreyfusfi Censor shi p and Appr o
Reception oNuit et Brouillardin Franced ed. Ewout van der Knaaphcovering the

Holocaust: The International ReceptionMight and FogNew York: Wallflower Press, 2006),

43,

52 AndrealLiss, TrespassinghroughShadowsMemory, Photography, and the Holocaust

(Minneapolis: University of Minnesota Press, 1998

SBEmma Wi |l son, i NNightand Fog IOctdRerIh2(2006% 89.
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photographsSomefilm critics praisedNightand Fo s use of appropriated g

necessary response to postwag frc h ¢ u | tteanw needa@y aboht vhe Holocawastd

othersr ecogni zed the documentaryds implied critic

War2*Forothercr i t i ¢ s, howe v erevealedtieepatemtialty isleaging rotesaiof h

archi val phot ographs. Accor disatrgcitytplootograplesease cr i t

anonymous symbols of human suffering, rather than identifying that many of the images were

photographed by Nazis or that many of the pictured victims were specifically targeted because

they were JewisP® In Shoah Lanzmann displayed a more negative attitude toward Holecaust

related photographsand he publicly critiqued the roles of thesehivalimages in films like

Night and FogLanzmann described the omission of photograpl@wahas a moral choice. In

1994, Lanzmann famously stated thaven if actuality footage of thousands dying in

Auschwitzés g¢asihewoalddesroyst®Reisp oexdii ilg t o an inte

guestion about his choice not to include any of the countless Holeaetatstd archival

photographs that do exi st, Lanzmann summari ze

come from the Institute for the SecondWoNé r i n War saw. They” do not
Brad Prager argues that Lanzmasn dublieacd colraism

statements were (at least partially) responsible for an unsj@ikkemverboti or A ban on

“Dreyfus, fCensors42i p and Approval , o 41
®pDreyfus, fCemproawali,pd adndd.

%6 Sylvie LindepergNight and Fog: A Film in HistorgMinneapolis: University of Minnesota

Press, 2014107.

5" Quoted in Marc ChevrieandH&lv e Roux, @ASite and Speech: An
Lanzmann aboushoah 6 CI aude L anzmann o sed SthanthidbmanKey Essay
(Oxford: Oxford University Press, 2007),-4Q.
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i ma gieéngh@documentary films and other texts about the Holochastfollowed®® Of

course, many filmmakers continued to appropriate Hologaletted photographs, amght and

Fogstill servesas a teaching tool in many history classrooms around the world. Still, nearly any
twentyfirst century appropriation of Holocausglated archival images is in some way

responding to the discourse of unknowability broadly and theftosahban on images

specifically. As younger generations attempt to construct histories of the Holocaust, they

frequently respond to the discourse of unknowability and the ban on images by reflexively

engaging with archival materials in new ways and for newgaapAccording to Bathrick,

twenty-first century engagements with the archive and its Hologaleted visual sources
represent a 0geismarkedby afluenty wishltheoretical discbuesé andia

refusal to submit to the pieties that quite understandably defineddingtration approaches to

t he Ho PMarianne Hirsclo similarly suggests that each generation will necessarily

engage with the archive and its images in different ways. For Hirsch, Holoekistd
photographs have taken on a key role in const
rsponse of the second g e rf®Accardirigtonhese vews, he t r au m:
younger scholars and artists are further removed from the Holocaust and arersedl in

historiographic theories about the limitations of all sources, so they are more comfortable (if also
more reflexive) when working with aristal images as historical evidence. This generational

shift toward the archive has also been attributed to a practical reality that | will discuss in detail

8BradPrageriOn t he Li beration of Perpetrator Photo
Visualizing the Holocaust: Documents: Aesthetics, MemeatyDavid Bathrick, Brad Prager,

and Michael D. RichardsdRochester: Camden House, 2008,

®Bathrick, fAlntroducti®n: Seeing Against the
®Mari anne Hirsch, ASurviving | mages: HoOol ocaus:
in Visual Culture and the Holocaystd. Barbie Zelize(New Brunswick Rutgers University

Press2001) 218
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in this projectdés second chapter: thlkandsopul at
dwindling. Alison Landsberg summarizes this p
survivors are dying, the possibility of transmitting somethingdidkei vi ng memor yd6 bec
more and more precar i ofForthinrdasouShdad smatlet yme mpas
tactics which prioritized the documentarian recording presiy interviews with survivors
will be unavailable to future generations.

There are no clear historical breaks between documentary filmmapprgaches,
historiographic practicesy archival methods. Thepecificnarrative | have constructed about
Holocaustrelated documentary cinemavhich traced the early appropriations of archival
images inNight and Fogo the ban on images Bhoahto the reflexive archival practices of
second and thirdgeneration flmmakeraorking todayi is only partally satisfying. More
relevant to this projectés concerns is a broa
continues to be) discursively positioned as a prominent challenge to prior understandings of
historical knowkdge and representatighppropriatiors or omissioms of Holocaustrelated
archival photographs in documentary filmsé@heen central to debates about the ethics and
limits of visual evidence. The latest iteration of these deliamdsch now also includes
concerns aboutthe pesstr ut h and vi sual e v i diesmade egblelby mi t s i
twenty-first centuryarchival documentaries that reflexively engage with Holoeaslated

images as historical evidence.

Chapter Overviews

The first chapter directly explores this relationship between looking, archival

61 Alison LandsbergProsthetic Memory: The Transformation of Ameri€@&smembrancia the
Age of Mass CulturNew York: ColumbiaJniversity Press2004, 111-112.

23



documentaries, and Holocaustated visual evidence in the digital era. To begin theorizing and

practicing processes of | ooking historically,
and limitationsintheso al | et r @ p b s & r &9 diginformdtieng fake @elws, etc.
Because | ooking historically demands targeted

the status of the image and the archive, | argue for a narrower definition of theugfosthis

narrower conception ohe posttruth is focused on individual acts/trends of public denialism

that defensively counter recent truth cl ai ms,
the nation, and/or the past. To illustrate this need for studying thérpthét s s p eldracé i ci t y
key modes of Holocaust denialism in p@immunist Romania. | focus on one type of twenty

first century denialism that Mich%®slwilShafir d
explain in more detaithis process of public denialisblames German Nazis and a few

exceptionally racistthnic Romaniantor the horrors of the Holocaust thabk place on

Romanian sojlwhile denying thentisemitic attitudes and violent actions taken by the

Romani an st at e anavnatizensy desciibe theways thahtempanadyest

of public denialism has beeatrengtheneth thelnternet andsociatmediaerss, oftenvia the

appropriation and circulation of nostalgic ywear and wartimghotographsln response, |

advocate for a-tpmuadhedvokalnlged afipddhtese kinds o
andwidely circulatingglassplate portraitsaken by Romanian photograpl@o st i ¢ tin Acsi nt
the 1930s10s To theorize and practice this process of fingh lookingat archival images as
Holocaustrelated evidence | turn t o Radu JUhe®éadNatdonc hi v al d

(2017).) argue that this filmés tactics of approp

®2Michael ShafrBet ween Deni al and i Cslolopaast Megationisim Tr i vi a
PostCommunist East Central EuroféerusalemTheHebrew University of Jerusalem, 2002
23.
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Acsintedbds portr apublisacisotwetty-firsecentury Haosgqusi adesiaism{ o
including deflective negationism. In turn, | advocate for a mode of lookingefiexively
confronts thestatus of the image, the archive, and the truth in a very specific confeogtof
truth denialism.

The second chapteontinueghis exploration of how to look at archival images as
Holocaustrelated evidence in the twenrtyst century.Rather than focusing aquestiams related
to posttruth politics and denialism, | turn &pistemological concerns that emerge when a
specific kind of archival imagithe home movié is repurposed asvidence to support histories
of the Holocaustl tracehow therelatively recenturn towardstudying amatewproduced home
movies haglisrupted the fields of film studies and Holocaust historiography afikesponse to
thesechangs, | address the specific consequencesatisgwhen onceprivate home movies are
appropriated and circulated as evidence in ptfaliing histories of the Holoaat. Leaning on
scholars such datricia R. ZimmermanandRoger Odin, | argue that the study and circulation
of home movies as evidence introduces inevitable tensions begtweate and public. Because
home movies were typically recorded and exhibited by and for original family memizerg,
ethical and historiographic concemmergenvhen historians, documentarians, and public
onlookers engage with these ofmévate visual sources as evidenitethe specific case of
looking at home movies as Holocaustated evidence ithetwenty-first century, | argue that
these concerns are heightened bypitaetical reality that most of the original family members in
the 1930s40s European home movies that are often studied as Holgetatst evidence ar®
longeralive. Without access to these original insidenstside onlookers must consider what is
l ost in the home moviesd transition from priv

specificset of questions about the status of the image and the archive, | propose a process called
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Avirt ua IThid pooceksirefiegts Wpon and imaginatively responds to the absence of
original family membersand theiresponses to their home movies in the pre§antlemonstrate
this process of virtual | ooki ng,ThelFutireuig n t o AbD
Behind Yoy2004). This film appropriatesia act ual f ami |l ydés h-40sje movi e
but Child superimposes fictional names and an imagined narrativeabaitwi s h f ami | yos
prewar and wartime experiencégocus on the ways this archival documentary specifically
constructstsnar r ati ve via one family memberlarguei magi n
that this process of imagining idsr responseandpurposefully complicatingnitial outsider
interpretations of home movieanoffer practical and productive tactics for thasedying once
private images as publfacing Holocaustelated evidence in the twenfiyst century.

While the remainder of this project remains deeply informed by prominent debates about
the perceived unrepresentability of the Holocath&t third chapteturns towardanother set of
discoursesurroundingvisual evidence Speci fical l vy, I conihiront |1 me
relation tohistories of United States police violence. | argue tt@&ppropriation and
circulation of bystander cellphone videos and police badgn camera recordings have
reignitedpublic debateabout the efficacynd ethicof looking at images as evidence of past
statesanctioned violencd.o better understand the specific ways baayn cameras are
informing how the public witnesses past acts of policing and viol¢mceline a process called
Apol i ced rhuetbaktherpgplicds trainedato search visual recordings of golidlian
encountersincluding bodyworn camera videg$or clues that legitimate and naturalize, rather
than reform, p By historicizing this tramihggtoaess in ghe wakelod legal
precedent set bhe 1989 Supreme CouwdseGraham v. Conngrl demonstrate how the state

circulates bodyworn camera videos as evidence that police violence is a necessary and
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reasonable responseamerceived civilian thre&8.My proposed mode of policed looking

identifies thishistorically specifidraining processwhich exploits an asymmetrical legal system

t hat defines police viol enc d&oliedlookingetbotdyhr eat ene
worn camera videos as evidertigectly respondso this trainingorocessand legal systerny
questioningwhy i ct i ms 6 b o dholldybe interpretechatgng of a thredab an

officer. In short policed looking reflexivelc onf r ont s t he publicé&s i nit.i
worn camera videos f rve iodefihdghis mdcesd ofldokingd tuimtoper s p
Bi |l I Mor ri sonos Imideat(2028).ntiderdi®compnsecdcof bmdywprn

camera recordings and other surveillance videos that were capt@@H8 whera Chicago,

lllinois police officer fatally shoHarithiA S n o Auguétus. By analyzinthcident s

recontextualization of these recordingdemonstrate how to recognize the ways the state has

taught viewers to look at these kindssafveillancemagesi and how we might looknewin

targeted, historical ways that move beyond the legitimation of policing. This chapter concludes

by shifting away fromincident s  foo \ddecsrecordings of explicit fatal violenaad its

aftermath In conclusion] practice policed lookingtappropriated nowiolent surveillance

videos of policing irstreamingera true crime documentari€dreamingeratrue crime isa

popular documentary mode in which the eggpanding archive of boelyorn camera videois

including those that do not explicitly depict police violeihae increasinghappropriated and

recirculated. | argue thabliced looking is equally necessary when encounteringviwant

body-worn camera footage as evidet@rause this kind of visual souliseonsequentially
shapingunderstandings of policing and crime in the twelinist century.

Thefou t h chapter summari zes many of this pro

8 Graham v. Connqgrd90 U.S. 386 (1989https://supreme.justia.com/cases/federal/us/490/386/
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to look at archival images as evidence in an era of rapid appropriation, manipulation, and
circulation.Rather than focusing on specific archival image categorsesh as glasplate

portraits,home movies, or police bodyorn camera recordingsl consider howhistorical

knowledge is produceda everyday encounters withbarrage of diverse audiovisual sources.
Building on Vivian Sobchackds ideas about the
the twentyfirst century, largue that onlookers must contend with the recognition that their
understandings of the past are now frequently shaped by encounters-\aitial de

recontextualized imagebat lack identifying information or detaigout their provenanc&his

chapter serves as a summation of this project because it reiterates the wayg dnelhival

image can produce unpredictable, contingent values based on how it is used and looked at as
evidenceTo proposea process that reflects upon and responds tautisedictability and
contingency, | de s c tpudhagaifisppopulbrluseswétheiteem | oo ki ng.
Aprobl emat i ¢ deployedo desdribeacist, sexist; a& atherwise offensive media

objects or creators in the twerfyst century. Instead,dpproach the concept of the problematic

based on ittessdiscussed connotations, whiate related to the unsettled and the debatable. |

argue for a look thaiegins from a recognition thtite evidentiary values @ill archival images

T especially irthedigital agel remainunsettled, contingent, and problemalio.explore the

process of problematic looking at appropriated visual sources, ltumtoAhur Jaf abs arc
documentary.ove is the Message, the Message is DEAI6). This archival documentary

appropriates many diverse sourédsom cellphonaecordinggo dashcam videos to Hollywood

film scened to construct a ncetinear, entangled history of American racism and Black

excellencel analyze this archival documentaryodos t ac

sources from fAhi gshedusabtmidentifiabpropriatedmagest and its
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invitation to remaginethe evidentiary values of even the most controversial images from the
pastBy practicing problematic | ooking at this a
conclude this project with an insistence thatdhiglentiary status of the imagdike the future

itself i is up for grabslt will depend on how we choose to look.
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Chapter-Tdhut PokitPchkoitroggr aphi ¢ Evidence and Hol
Susan S o rkhowmgrésponsextd the act of looking at atrocity photographs

illustrate a tension between the perceived power and limits of visual evidence in the wake of the
Holocaust. InrOn PhotographySontag describes her experience of first looking at Holocaust
related photographs. Thinking back on her initial encounter with images of the Haigen
and Dachau concentration c¢amp sphotSgraphsargqrealt at e s
lifed ever cut me as sharply, deeply, instantaneouistieed, it seems plausible to me to divide
my life into two parts, before | saw those photographs (I was twelve) and after, though it was
several years before | un ¥lathis oftenoitdd giiote] Sontag wh a t
describes the act of looking at atroeiglated photographs as the catalyst for both an historical
fracture in her life broadly and her eventual ability to underssantething abouhe subject of
the Holocaust specifically. Yet Sontag later warned that atroelifged photographs cannot
directly communicate past horrors to present onlookeiRefyarding the Pain of OtherSontag
insists that photographs®d meanings are | argel
framing devices that contextualize these images. In her analysis of photographs of dead bodies,
Sontagexplainfi These dead are supremely uninterested
lives; in withesse® and in us. Why should they seek our gaze? What would they have to say to
us ? ®dOtWeibs O6wed i s everyone who has never exper
throug@ dondét wunderstand. We donodt get 5Sdtese We tru
t wo versions of Sont ag 0 s-relatédiphotograptg araditenut | oo ki

di scussed as contradictory or oppositional, a

®4Susan Sontagi | n P | a tim@n$hograpkeyiNetv York: Picador1977), 20.
% SontagRegardingthe Pain of Others125
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immediate power to convey the reality of past suffering with a conviction that photographs

least without detailed contextualizatiomave little to tell voyeuristic onlookers about

unimaginable horrors. Yet it is precisely this tension between inaogdind contextualization,

as wel |l as knowledge and uni maginability, tha
appropriations of Holocauselated photographs as historical evidence.

Asexpainedi n t his projectds introduction, archi
images rather than record new footage¢o support their truth claims about the past. Spectators
then | ook at these appropriated i mages, which
narrative/editing strategies, with a desire to encounter the real and to gain historical knowledge.
When archival documentarians specifically appropriate and recontextualize Holadatest
photographs as evidence, these films also makeéegitl he t ensi on i n Sontagé
looking at atrocityrelated photographs. On one hand, watching appropriated Holoetatst]
photographs in a documentary often reveals the shock and immediacy that marks encounters
with traces of suffering or deat®n the other hand, looking at appropriated Holoceaelsted
photographs in new settings, including archiywv
contingencies and limitations. In the decades since Sontag offered her influential thoughts about
looking at @rocity photographs, additional concerns about the reliability of images and evidence
have further complicated these issues. Many c
related to digitakra fears about fake news, denialism, online disinformaéind other perceived
threats to the status of evidence itself. These concerns are often summed up by one fashionable
phrase:-tthehfipoé&tthough this phrase etmbrged i
had become a trendy catah expressia for referring to an era of social media indoctrination

and rightwing populism. The Oxford English Dictionary even named-posh its 2016 word of
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the year and offered the following definition
objective facts are less influential in shaping public opinion than appeals to emotion and personal
b e | P®wiien tiventyfirst century archival documentaries appropriate and recontextualize
Holocaustrelated images as historical evidence, the films also make visible these tensions
between facts and emotions, trust and doubt, evidence and thHeugiost

Photographically producestill or moving images highlight the slippery ground between
objective facts and emotional appeals. Twdirgt century documentarians and spectators are
increasingly aware that images can be easily manipulated or synthetically produced to spread
lies. Yet even the most teedavvy skeptics recognize that looking at photographically produced
images of violence or sufferirigwhether those images were generated via photochemical or
digital processes can still elicit a sense of eogntering a photographed subject or event as it
really existed or occurred in the past. In a recent illustration of this tension between doubting and
trusting atrocityr el at ed i mages, a video depicting the (
circulaed online to support truth claims about this past criminal viol&fitke government then
denied the event Dby dismissing t h%Followigual evi
t he Cameroon gover nment 6-sanctioned volence,adseamHers fro ¢ u me
Amnesty International returned to the original images to carefully dissect detaglsding

digitally-st or ed met adat a | i kaeend hteo vri edfewtbées tgheeo | gppacvad ri

A Word of t h@xford kaaguagesirisélanduages.oup.com/weodthe

year/2016/

fCameroon: New Video Shows ModAemneBy ut al Ki | | i
International August10, 2018,https://www.amnesty.org/en/latest/news/2018/08/cameroon
newvideo-showsmore brutakkillings-by-armedforces/

A Cameroon: Soldiers Get I1Humav Rights$Vatfi8eptembbn r der
23, 2020 https://www.hrw.org/news/2020/09/23/cameresmidiersget 10-yearsmurder

civilians.
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denialism®® Then, filmmakers behind the BBC Africa Eye documentamgtomy of a Killing
(2018) appropriated, studied, and recirculated the video as evidence to support additional claims
about the killingsand to seek justic® Images were first upheld as evidence of past violence and
then those in power exploited commotiye | d f ear s about i magesod pot e
evidentiary roles in the digital era to support their own public denial of that violence. After the
credibility of the visual source was called into question, activists and documentarians looked
anew at the previously dismissed images to support another round of truth claims in direct
response to the governmentoés denial i sm.

As this brief example demonstrates, thecsa | | el r @ p & a ghnase bcomplicate
belowi has not dismantled the evidentiary force of photographically produced images (including
videos captured by digital cameras), especially in the case of imagtsl to pastiolence
Instead, archival images take on a variety of conflicting evidentiary roles in supporting both
denialists and those countering denialism, including cases of tfiesitgentury Holocaust
denialism. To clarify this claim, | eci¢eith KahnHar r i s di stinction bet we
denial and strategic public deniali€hAccordingtoKahiHar r i s, fAWher eas deni

carriedout privately or publicly, denialism is intrinsically a public matter. It is not just an attempt

to prevent something disturbing intruding on
something, to beat it back s o0?Tthheatp hirta sneo il Hoonl go
A Di g iDissmdtinghdt r oci ti es: Amnesty International 0s

Amnesty InternationalSeptember 26, 2018,
https://www.amnesty.org/en/latest/news/2018/09/digHdibsectingatrocitiesamnesty
internationalsopensourceinvestigations/

®Cameroon Atrocity: What Happened After Afric
BBC, May 29, 2019https://www.bbc.com/news/av/workalrica48432122

1 Keith KahnHarris, Denial: The Unspeakable TrufCumbria: Notting Hill Editions, 2018).

2 KahnHarris, Denial, 23.
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denial 06 broadly encompasses many personal att
genocidal violence that took place during the Second World War. BytrptistHolocaust

denialism, though, | am specifically referring to public attempts to overturn reatntlaims

about the Holocaust that government officials and other public figures find so unpleasant or

threatening that they want these truth claims expunged from political and social discourses

altogether.
To explore imagesdé contingent etwthdenti ary
deni al i s m, |l turn to Romanian fil mmaker Radu

Holocaustr el at ed phot ogr ap 2015 archival dopumentadels spdcasd e 6 s p o
forexploringpapr ocess -t ruaoaahl | é&p ks frejpted phdtograpbd imresponss t

to specific cases of twenfirst century denialism. This mode of looking at archival photographs
foregrounds visual tracesd potesnmntsitalngc @omt rtihlkeu
evidentiary roles in responding to that denialism. Rather than dismissing images as misleading or
assuming they can speak truth for themselves;tpatst looking insists that how we appropriate,

look at, and share archival images shape their evidentiary roles in either supporting

denialism or exposing and confronting it. As | explained ingghigecb s i nt r oduct i on,
document ari ansd ap pelatepphotagraphohave beerf centialio o c a u s t
arguments about the perceived limitations of visual evidence. And many scholars have rightly
pointed to the inevitable exclusions produced by the arehived t he phot ogt aphos

Yet how we | ook at the archivebs extant i mage

3 For example of influential critiques of archival exclusion,sdeavi d Gr eet Ima m, A6 W
Wh o Ou:6The Cultural Poetics of Archival ExclusigrStudies in théiterary Imagination

32, no. 1 (1999):-P8; Michel-Rolph Trouillot, Silencing the Past: Power and the Production of

History (Boston: Beacon Press, 1995).
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images can consequentially affect present understandings of the past.

Scholars have debated the extent to which the present values of atrocity photographs are
shaped by their recontextualization within a narrative. As mentioned above, Sontag argues that
atrocity photographsd® meani ngs poonseJuditaButtee | v de
persuasively counters Sontagb6s emphasis on ca
photographs themselves produce framed mediations of bodies and contribute to social
understandings of cert ai nharlother€ Accoadmgtotbis e (or |
view, close attention to what a photograph contains or excludes can reveal how the photograph
interprets the world, how the image frames the worth of certain human subjects, and how this
visual evidence might then contribute to globditfmal policies that determine which lives are
worth I iving. Thi s drinrelgpking doéssnoteangiderdthesatwo on of p
conceptions of photographsdé evidenttrittry rol es
looking recognizes thatwith the help of captions and historical arguménitéolocaustrelated
photographs can be used to support opposing political positions. It is imponacddaize that
perpetrators originally captured and shared many atrocity photographs within theacistn
narratives to justify and celebrate genocide during World War Il. These same photographs have
since been appropriated to support historical arguments about the horrors of the Holocaust in
documentaries and elsewhere. On the other hand, only pdiengjan to contexts, captions, or
the arguments accompanying photographs risks overlooking what is visible within the frame,
how that frame shapes our understanding of human subjects even in death, and how that visible
information can be positioned as @ncen both seeking the truth and publicly denying it.

For these reasons, pdatith looking responds to another warning from Sontag. In

4 Judith Butler Frames of War: When Is Life Grievabld®ndon: Verso, 201623.
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ALooking at War, 0 Sontag argues that to | ook
is to avoid the politics and histories of the specific nations, conflicts, and motivations for the

violence that led to the pictured atrocitiésohn Berger similarly warns that encounters with
atrocity-related photographs can produce an ahistorical and depoliticized sense that war is

generally detestable and that humanity as a whole (including the onlooker) is tobfsmam, |

woul d add Butlerds reminder that these constr
shaped by what is visible in the photograph itself. Looking at photographs to simply remind

myself that war is horrific or to mourn the failure of humauites little to confront pogtuth

denialism. As | will explain below, although Holocaust denialism takes many forms, it typically
defends the denialistdés nation, government,hk f
and/or present antisemitisiosttruth looking at photographs in response to Holocaust

denialism seeks to understand, expose, and counter this avoidance of responsibility for the

specific antisemitic attitudes and actions that led to past genocidal violence, as well as the

present atisemitism that could motivate future violence.

To evaluate Judeds ar chi vatrutdlaokingate nt ar i e s
Holocaustrelated photographs, this chapter first provides a narrower definition of theytbst
Understanding archi val i ma g e s Opulpicodenalisiin i a | evid
requires a reconsideration of broad assumptions abouttheasb | et rapbdsera. 0 Ther
move beyond the vague phrase fAHol ocaust deni a

denialism in postommunist Romania that Michael Shafim | | s fAdefl edti ve neg:e

“SusarSont ag, L o ®he NewgrorkeDecaktder 1, 2002,
https://www.newyorker.com/magazine/2002/12/09/lookatgvar.

“Berger, fAPhot,o4r aphs of Agony

"ShafirBet ween Denial and AC®mparative Trivializ;
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Next, | offer an overview of how Romanian New Wave filmmakers, including Jude, have

addressed postommunist social issues and explored subjects that were taboo during the
communi st period. Finally, I expl oclwingdhes el ect
Dead Nation(2017), as spaces for theorizing strategic modes of looking at Holoeatst

photographs in response to specific instances of denialipmstcommunist Romanian society

| argue that the tactics of appropriation and montaged ude 6 s ar chi val docume
specificpost r ut h deni als of Romaniabés past, includi
during World War 1, 2) foreground the ways archival photographs can support deflective

negat i oni s md Romanah wadimervictsnhomd, and 3) invite further thinking about

how to look anew at Holocaustlated photographs in response to that denialism.

Historicizing the PostTruth

The popular definition of the pestuthi a favoring of personallyeassuring appeals over
factbased argumentisis quite broad and encompasses many modes of denial. Since the 2010s,
pundits have adopted petstith as a blanket term to describe the didit er ads ci rcul at |
disinformation and the public lies or attacks on journalism exemplified by populist political
figures such as former United States president Donald Trump, former UK Prime Minister Boris
Johnson and other figures associated with Brard rightwing populist leaders in post
communi st Eastern Europe, including Hungaryos
KaczyE&ki. Yet the <circul at iiocluding disinfornatiars |, I nfl
is older than digital technologies recent political trends. As Arjun Appadurai argues, the
circulation of informatiori especially in the form of imagéshat shapes how humans perceive

reality has been foundational to the flow of culture and technology for a very long time; digital
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medi a and networks have accelerated th®se fdcu
And the general act of believing and sharing reassuring fictions while dismissing uncomfortable
truth claims cannot be neatly attributed to any recent technologies or politicians. As Brian and
Matthew Winston explain, concerns about fake news are muehroldt h an A‘hYewald me di ¢
NoahHarari goes one step further by arguing that the-fpo#t is as old as humanity itself. For
Harari, fAhumans have atlrwatyhsdo |bievceadu sien tthheey ahgaev e
construceedfidseihg mythso that % upersede unco
This long history of image circulation, (dis)information, and the-frosh undermines

shortsi ghted c¢cl ai ms about the newtruthasdtisoypicallyr ut hé s

deployed today emerged in a specific historical and nationalisituat . St eve Tesi chos
article AA Government of Lieso i-tuthdesichonl y cr
was writing in the wake of AsneirathelamCorirar eact i o

affair and the declassification of communication related to the Gulf War. Many Americans

i mmedi ately rejected this freshly circulating
disgraces or failures were deemed unwelcome threattotigh e | d vi si on of t he n
innocence and infallibility. These threats to a mythical image of the United States emerged in the
wake of other increasingly visible critiqgues
RoderickA. Fergusonthe denials originally outlined by Tesich in the early 1998sd many

reactionary denials that have since followed throughout the first decades of theftrgénty

BArjun Appadurai, fADisjuncture andPublicfference
Culture2, no. 2 (1990)3.

9 Brian Winston and Matthew Winstpfihe Roots of Fake NewObjecting toObjective

Journalism(New York Routledge, 2021 17.

80 yYuval NoahHarari,21 Lessons for the 21st CentiiNew York: Spiegel & Grau, 2019240

1St eve Tesi ch, 0 ATH datiepdamuary 6,199 f Li es, 0
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centuryrar e not random; they are part of an unf ol
critiques of forms of power coming from art,
academia and beyond in the 1980k this sense, the denials of scandals and declassified

documents described by Tesich in the 1990s did not occur in a vacuum; denials of the United

St ates government 6s docume nproteeciveweaalangtatbei ngs co
increasinglymai st reamed truth c¢cl aims about the Unitec
inequality, and more. Lee Mclntyre provocatively suggests that this link between controversial

ideas from latéwentieth century academia and the posth denials that followe$ not

coincidentaf® For Mclintyre, postruth denialis$, including climate change deniet®rrowed

fromlatet wenti et h century pos tonectieyandirgi*Asé skeptic
explained in this projectés introduction, the
many of postmoderni sméds challenges to prior u
historiographic practices. Whether one accepts these lmkswe en academi ¢ postm
critiques of truth, the discourse of unknowability surrounding the Holocaust, and tkeupiost

denials that followed, the point is this: the turn of the twdingg century was marked by the

guestioning of objectivity, amerns about the limits of historical knowledge and visual evidence,

and the spread of uncomfort ab #Asetidencdodsedc | ai ms
truth claims challenged specific loigld myths including American exceptionalism, white

supremacy, heteronormativity, etcthose who had benefitted from these mythsgedtectively

82 Roderick A. Fergusorii Th e Bac k dr-8 p u tnfThet.dng 20EedsRichard
Grusin and Maureen RyaN{nneapolis: University of Minnesota Press, 2052),

83 ee Mclintyre,PostTruth (Cambridge: MIT Press, 20).8

84 McIntyre, PostTruth, 139.

8 1n the 2020s, book bans and attempts to eradicate truth claims about the pastih®nany
schoolsare examples akcent acts of pogtuth denialsm that continue to defend mythical
visions of the American nation
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and publicly denied new inconvenient truth claims as they were introduced.

To explore archival i magesd6 evidentiary ro
understand the pesituth as both ancient and fresh, eternal and historically specific. An act of
posttruth denialism is a set of contextually specific and public attetopdefend against
disruptive truth claims, but this specific act of denialism contributes to a much longer battle over
the vision of nation, self, etc. This narrower definition complicates sweeping, ahistorical claims
about -tar uitpho ser afolitical figurésdike Bapad Trump. As Ferguson explains,
many of t he Un-irst eedturyJpbstruthedendals mustdinsttbe/ understood

as a backlash not simply to the status typically enjoyed by the factual and the empirical

but to the affective inroads made by amattist, queer, and feminist intellectual

production. As such, the pestith moment represennot onlythe demotion of empirical

knowledge but the unseating of historical and cultural knowledge about racial, gender,

and sexual minorities and its potential to disrupt the coherence of subjects privileged by
race, gender, and sexuality and the innocencesdf/tB. natiorstate®®
Buil ding on Fer g dratofradesvoricrécagnizes that pamith rpactierts are
noti and never have beé&ra denial ofall facts or evidence broadly. Instead, piwsth
denialism is a defensive reaction to currently disruptive truth claims. Idnptisisituations,
then, denialism does not persist in spite of archival evidence, including photographic or filmic
sources. @ the contrary, podtuth denialism occurs because unpleasant truth clainigch
are typically rooted in archival rearchi have effectivelyjunderminech consequential vision of
national identity and history. By looking at pasith denialism through this lens, we can see that
it predates digital technologies while recognizing that specific instances of denialism are

accelerated and/or amplified by teolving social functions of visual media, emerging digital

tools, and shifting political currents. In the long history of reinforcing favorable myths over fact

8 Ferguson fiThe Backdlruthp54o0f the Post
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based disruptions, archival research and the circulation of evitbasee truth claims motivate
the specific forms of public denialism that follow. To evaluate one recent situation dfyibst
denialism within its own historical and national specifi¢itgnd to study a model for pestith
looking at Holocaustelated photographs within this contéxtturn to postcommunist

Romania and the denialism of Romani adbs action

Deflective Negationism in Pos€Communist Romania

During the communist period in Eastern Europe, many archives and their materials,
including photographs and other sources related to World War Il, were heavily censored or
hidden from view. In the 198@0s, after the fall of Romanian general secretarplde
C e a u Hadotbhen communist leaders throughout Eastern Europe, many of these archives were
opened to historians and other researchers for the first time in decades. Scholars working in
Eastern Europeb6s for mer c¢ o mmsinte caréfullysstudigde s, i nc
newly accessible archival photographs and other records, raised complex historical questions,
and constructed new accounts of local wartime events and experiences. Many of the resulting
historical accounts of Eastern Europeancnatis 6 acti ons and experiences
have contributed to a broader tweffitgt century discourse about the cultural and local
specificity of the Holocau$.Thi s ar chi v al research into genoc
nuanced picture of the war and challenges prior historical narratives that attributed antisemitic

hate and violence to the evils of German Nazism @®Réotographic evidence and

8GaleFi sher and Car ol i n&Thdeéldogarstin theiBomderlandsd uct i on,
Interethnic Relations and the Dynamics of Violence in Occupied Eastern Eerbpealle

Fisher and Caroline Mezger {@ingen: Wallstein Verlag, 2019).

8 For an example that closely compares the distinct ways antisemitism evolved and resulted in
specific policies in prewar Romania vs. Bulgaria, \88kiam |. Brustein and Ryan D. King,

A A nSemitismas a Response to Perceived Jewish Power: The Cases of Bulgaria and Romania

Bef or e t h eSodhbFbroes83 nos2t (20@4): 69708.
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microhistorical analyses of life in prewar and wartime Eastern Europe suggest that local
antisemitic attitudes, policies, and violence often preceded and/or extended beyond the influence
of German occupying forces. As Gaélle Fisher and Caroline Mezgeaiirexgbsely studying
AEast ermwh&eaJdevs pepresented over a third and sometimes up to half of the
population of cities and small towns, and where Jews were often murdered in close proximity to
their homed highlights not only the social and politicaut also the spatial, bodily, and
6everydayo6 di mé&inghiseense stidies anaddralations of élolocaeisted
photographs from Eastern Eurdpkke the publication of postommunist historical accounts of
the war theré disturbprior assumptions about the uniformity of antisemitic hatred, complicate a
perceived causal link between German occupation or alignment with Nazi Germany and local
antisemitic policies, and produce insights about the everyday, personal aspects of thalence
occurred between neighbors in specific nations and towns.

As the sharing of Holocaustlated photographs and evidefi@esed truth claimgpses
widely accepted understandings of the Holocaust in Eastern Europé&uplostenialism follows
closely behind. In postommunist Romania specifically, attention to these localized, everyday
aspects of hate and violence has led historians to revisgcarademinant accounts of the
nationés conduct during World War 11. Through
photographs and other records remained out of rediitial historical accounts denied local
antisemitic attitudes, downpl ayed the genoci d
borders, insisted that German Nazi intruders were solely to blame for any violence that did

occur, and discursively congtited Romania as the victifrather than perpetratorof that

8 Fisherand Mezgefi | nt r o ddl.ct i on
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violence¥® Postcommunist archival access did not automatically lead to the truth. For example,
immediately after the archives reopened, researchers released a very selective analysis of sources
and doubled down on the commurgsa narrative in findings tellinglytied Romania, the Great
Victim of World War Twé! That said, many twentfjrst century historians have since studied
these archival sources to counter the toetfl myth of Romanian wartime victimhood and to
detail the ways in which many Romanian leaders, soldiers, and civilians acted as perpetrators of
raciallymot i vat ed vi ol ence. JrbedHistonpaof theeHolécaustz2n0 1 2 b o o k
Romaniaranks among the key texts on the subjééts Ancel explains about the construction of
this detailed and lengthy historical account,
The inaccessibility of the archives in Romania and the former Soviet Union had led to
substantial errors in my wunderstanding of
regime, its objectives, its modus operandi, the role antisemitism played in its
consicerations, the extent of its participation in the liquidation of the Jews, and especially
the kind of relationship it had with the Third Refth.
Ancel 6s book pushes against claims that the n
antisemitism or forced thRomanian government to enact its violent policies. According to
Ancel, the archival materials made available in the-postmunist period provide incriminating
evidence that Athe participation by Romani ans

wa s € p ateddm an antisemitic ideology that preceded Nazi racism and was the result of free

choice, not Ger ma ¥ Anpel andosher twentficst centuxy histocianshave 0

9 AlexandruFlorian,i The Perception of the Holocaust in |
Media im Local History, Transnational Memory in the Romanian Holocaetst Valentina
Glajar and Jeanine Teodoregbiew York: Palgrave2011) 1945.

lshafirBet ween Denial and AC@8mparative Trivializ;
92 Jean AncelThe History of the Holocaust in Romaigiancoln: University of Nebraska Press,
2011).

93 Ancel, The History of the Holocaust in Romayla
% Ancel, The History of the Holocaust Romania2.
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argued that Romaniab6s alliance with-Nazi Germ
generational, regionaHlgpecific antisemitic attitudes and opened the door for the Romanian
government and military to enact their own agenda against their Jewish, Rdnothem
minority neighbors$?®

Since its publication in 2004, tiieF i n a | Report of the Internat
Hol oc aust HhasplayRdoamignificamat tole in spreading these kinds of contentious truth
claims about t h e -fistaenturp Rodmaniarpsace® Alangsidet histeriants y
from around the world, Ancel contributed to this damning report, which is often referred to as the
AW esel Commi ssi ono b e ebarmhomcaustsurvivarandiINebdl by Rom
Peace Prize recipient Elie Wiesel. Following mdeyailed accounts of violence, the report
concludes that Athe total number of Romani an
under Romanian admini str at i°Ther répsrtekpminhsibate n 28 0,
although German soldiers took part in much of the violence in Romaniac | udi ng t he 1¢
pogromi and proudly photographed the atrocities, this violence was typically orchestrated and
led by Romanian® These findings about Romanied massacres and antisemitic violence
were officially recognized by the Romanian go
communistera narratives of Romanian wartime innocence or victimhood are still prominent in
thetwentyf i r st century, this report, Romani ads Nat

Bucharest Holocaust Memorial for the Jewish and Roma Victims, a 2015 law threatening up to

% Ancel, The History of the Holocaust in Romayi2a.

% nternational Commission on the Holocaust in
Commi ssion on the Hol ocaust i n Romania, 0 Nove
https://www.ushmm.org/m/pdfs/200802&@maniacommissiorholocausthistory.pdf

' nternational Comm9.ssion, fAFinal Report, 0

%l nternati on&inalRepar@0.ssi on, i
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three years in prison for Holocaust denial, etc., publicly remind many Romanian citizens about
their nationdés role in the Holocaust.

Archival photographs have played a consequential role in establishing and circulating
these public truth claims. Many photographs taken by both perpetrators and Jewish community
members during Romanided fascist rebellions and pogroms now circulate in nentexts
online and elsewhere. For example, in the realm of academic scholarship, publications like
Carmen §©gkoreanb6s article about the 1941 f
and offer links for finding additional images onli¥¥elo support further studies of these kinds of
images, archivists from the Leo Baeck Institute identified and shared the locations of many
formerly hidden archival documents, includi
Jewish archives of Bukbvn a an d T f%%Docsimentanacinéma has also publicly
circulated many of these kinds of photographs. For example, when RorbaniaRrench
documentarian Nellu Cohn premieréde Death Trairat the 2019 Bucharest Jewish Film
Festival, viewers expressed shock. This documentary, whichdsexied by William Karel,
confronted viewers with photographs from th
they had not previously seen thesgges or understood the role Romanians played in the
execution of thousands of Jews during this massatkanyimagesrelated to this pogrom,

includingphotographsaken by the Romanian intelligence services that coordinated the

®Carmems ©gk or éddmsti mony Over Time: The Fasci st
Pictures (January 22 3 , 1 Bhiohihlon 20, no. 1 (2015): 4566.
WrWel come to the Leo Baeck Instituteds Onl i

Transylvania beo Baeck Instituteaccessed on April 14, 2024ttps://ibat.Ibi.org/

101 Marcel Gascon Barbers, New Hol ocaust Museum to Expose
Balkan Insight November 5, 2019ttps://balkaninsight.com/2019/11/05/nwlocaust
museumto-exposehorrorsof-wwii -romanial/
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executions, have also been printed in a book onthe si®jénh t he st age, Romani
State Theater presented AThe Beauti ful Days o
by Holocaust survivor Ana Novac, involves the projection of Holoegalated photographs on a
screen behind the performers. Ahe Elie Wiesel National Institute for the Study of the
Holocaust in Romania has supported many diverse projects that circulate additional archival
images and truth claims. For example, recalling the collision of past and present images in Alain
R e s nNightsaidd Fog1956)whi ch | di scussed i rheibhstituites pr oj ec
backed a 2020 photography exhibition that combined Holocalsted archival photographs
with digital pictures captured by presatsty Romanians at sites where past atrocities
occurred.
As scholars, filmmakers, historians, artists, activists, curators, and others circulate
archi val photographs to support trut-tuthcl ai ms
denialists defend prior visions of the nation as victim. Again-pa#t denialism does not occur
in spite of archival research or evidence; public acts of denialism are defensive reactions to the
archi vebs p o wassuring concaptionsof thelnaionsite pebple, and its past.
Political scientist Michael Shafexplains that, in the wake of increasingly visible public truth
claims about the Romanian Holocaust, denialism from government leaders, historians, artists,
public intellectuals, etc., takes a variety of forms. Some extreme cases of denialism involve the

foutright negation of t he Malthoughthaphtase i n Romani

102 Radu loanid and Alexandru Florigfhe labPogrom, Jungluly 1941: A Photo Documentary

from the Holocaust in Roman{&loomington: Indiana University Pres2017)

WAaThe City i mMhefEleWiesegNatomahrstitute for the Study of the Holocaust

in Romaniaaccessed on April 14, 2024iips://www.inshrew.ro/en/portfolie
item/thecityinthephotographs/
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AHol ocaust deni al-andisniissatahthel Hochust ereadly, to clam thatino |
concentration camps existed and that all photographic evidence is a total fabrication remains an
extremist position.

In Romania (and elsewhere), more common acts oftpast denialism do not fully
reject the fact that statanctioned, racially motivated murder took place and that these actions
and sites were often photographed. For example, one popular denialistraoddd ed ficompar .
trivializationo accepts the basic historical
of denialism strategically shifts attention toward other historical atrocities. As Shafir explains, in
postcommunist Romania, companaitrivialization specifically minimizes the horrors suffered
by Jewish, Roma, and other Holocaust victims in comparison to the atrocities committed against
ethnic Romanians in the commurést Gulag® Comparative trivialization supports twenty
first century populist politiciansd attempts
fascist Iron Guard and their members (referred to as the Legionnaires). To illustrate: in 2013, the
Elie Wiesel Instiute reported that Serban Siirthe selfproclaimed leader of a contemporary
Legionnaireinspired group was illegally displaying fascist symbols associated with the Iron
Guard. Suru responded via comparative trivialization by arguing that these syimbals n ot h a v ¢
any fascist, xenophobic, or anti sefThisi c conno
denialism counters public truth claims about
that brutality and i nstead emphasizing the gr

communist regime. These public acts of twelnstcent ury deni al i sm either

5ShafirBet ween Denial and AC@&8mparative Trivializ
6 AlexandruCl i mescu, fdALaw, Justice, anHblocHAuwst ocaust |
Public Memory in Postcommunist Romared Alexandru FlorianBloomington:indiana

University Press, 20)885.
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Gulag and the Holocaust on relategual footing or go one step further

Holocausin the shadowdf he Gul ag, by insisting that the |

n u me r & Thss demialist strategy does not deny that photographs of &smmmmitted on

Romanian soil exist. Instead, it trivializes these images by pointing to the photographs of ethnic

Romaniang including members of the Iron Guairdhat were tortured in Stalinist prisons.

Photographs of these victims are currently exhidiedemorials at the former sites of prisons

in Romanian cities such as PiteHti and Sighet
Another common mode of denialigni s e | e ct i v el nmoere gl@selyi alignsi s mo

with the communi st erads official narrative o

negationism accepts that Jewish, Roma, and other minorities were targeted arnh&didon

racist ideol ogi eamyplautt i ca mpiadd othh eorfe meanbeffr s of

racially motivated violenc&?® For example, historian Corvin Lupu immediately responded to the

publicly circulatingtruth claims of the Wiesel Commission by publishing a 2005 article. Lupu

argued that the Holocaust had not occurred on Romanian land or under its leadership, despite the

availability of archival photographs and sources that suggest otherwise. Accorflingpgou , fit h e

idea that in Romania a genocide (Holocaust) has been perpetrated against the Jewish population

cannot be accepted. On the contrary, in my opinion the Jewish people should be grateful to the

Romanian people, a fact thathasén acknowl edgedWhitesosnever al de
publicly criticized Lupu for this denialism,

W’shafrBet ween Denial and AC@mparative Trivializ
8sShafirBet ween Denial and AC&mparative Trivializ

9C o r vi n Impactplproblefaticii Holocaustului asupra Romardentemporanéd

aspectale relaiilor dintre romani sevrei ®ransilvanig no. 3, 2005¢quoted in Michael Shafir,
fUnacademi@cademics: Holocaust Deniers and TrivializersinRbostmmu ni st Romani a
Nationalities Paperg2, no. 6 (2014): 949.
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per se According to this view, Lupu had not denied the truth; he simply offered an alternative
interpretation of historical sources to suggest that the Holocaust took place outside Ramania
that Romanians tried to help, rather than hdhmir Jewish neighbors

For this chapterds purposes, Il am most int
evidentiary roles in response to a closely related mode of tvfiesitgentury denialism:
Adefl ective negationism. 0 Accor dism,deflectve Shaf i r
negationism pushes blame on outsiders. Yet deflective negationism often accepts that the
German Nazis and a handf ul onéforRagishattiiudesandiaber r
genocidal violence in Romant&’ This mode of denialism perpetuates the commuenist
narrative of ethnic Romanian victimhood while downplaying evidence of Romanian culpability
as thehistorically containedhct i ons of a few fibad apples. o0 Def
denialist mode because it appears to broadly accept circulating visual evidence and many post
communist researebased assertions about the Romanian Holocaust, including the wartime
violence perpetuated by some ethnic Romanians or even some of its leaders. Yet deflective
negationi sméds blaming of violence on outsider
exceptions rejects the unsettling, evidebased truth claim$iat many preeommunistera
governments and everyday citizénsather than a few extremistsvere guilty of targeted
antisemitic hatred and violence. For exampl e,
2001 speech to commemorate the annivgrsithe Iron Guarded pogrom in Bucharest offered
a prominent public display of deflective nega
6aberrationd had been aSé&mietliismudn Ydét i nheol &d ce

6del i re putmdd ,e xtcher e has been no Romanian contri

10ShafirBet ween Denial and ACBBmparative Trivializ
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persecution of the Jews, and it was O6signific
Ho | o c &VvAscordirty & this denialist strategy, one can accept that photographs from
pogroms offer visual evidence of the Holocaust on Romanian soil, while simultaneously pointing
t he bl ame at t h enlyafemRdmanthnsiamt ¢he eévits ofuthemGernwah soldiers
that took those photographs.

| focus on def ldemtiiald sme g ant irersipomése t o Rom
Hol ocaust for three reasons. First, as discus
most contentious and influential discourses surrounding historical knowledge, documentary
cinema, and pitographic evidence have emerged in response to the perceived unrepresentability
or unknowability of the Holocaust. Second, as Eastern Europe has produced insightful research
and responded to consequential political upheavals in theposhunist period, he fi Romani a|
New Waveodo and its arthouse cinema exports hav
filmic responses to these insights and changes. Third, the archival documentaries of Romanian
filmmaker Radu Jude offer a productive starting point for further analyzing the potential
evidentiary values of archival images, including Holocaiektted photographs) response to
deflective negationism. A brief overview of the Romanian New Wave and a close analysis of
Judeds ar chi wdbenatateprodudive tguestions about how media scholars,
historians, documentarians, and others might look at Hos¢calated photographs as historical

evidence in response to deflective negationism and sfissific act of posttruth denialism.

Radu Jude and the Romanian New Wave

Film critics and historians typically assi

young filmmakers that have introduced innovative films in response to tumultuous national,

HlshafirBet ween Denial and AC@mparative Trivializ
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political, industrial, and historical change.
films that began to explore social issues in pashmunist Romanian society and won major
international festival awards at the beginning of the twdirgy century. Prior generations of
Romanian filmmakers worked in the pt890 centralized Romanian film industry, which some
postc ommuni st fil mmakers dismiss as state propa
collapse, new generations of filmmakers betgking advantage of their creative independence
to confront the social and political concerns emergent ingmsmunist Romanian lif€? Due
to this creative independence and a lack of manifesto or shared agenda, the Romanian New
Wave label incorporates a wide range of themes and styles. Still, Doru Pop argues that many
early twentyfirst century Romanian films share at least some ofdheviing characteristics:
At he concern with mberogfignrasl shated dark Aumbreas askeyanotit a n 't
interest in the troubled relationskipetween fathers and sons; and awareness of feminine issues
and questions, at MaThdbeginaimhe af the RormamantNewWalveethiea,l . 0
are linked by a response to pasimmunist social and political issues, often with a focus on the
outsiders, conflicts, dark humor, and subjects that were taboo in comtaRbmanian
cinema.

International critics quickly analyzed these early twegt century Romanian films in
relation to Italian Neorealism. Although comparisons between these two filmmaking movements
are often ahistorical, this link allows international film critics to déscwhat they admire about

twenty-first century Romanian films in a lexicon familiar to many arthouse film fans around the

112 For an overview of some of these industrial changesChkastinaStojanova,i | nt r oduct i or
in The New Romanian Cinered. Christina Stojasova Edinburgh EdinburghUniversity Press,

2019),7.

113Doru Pop,Romanian New Wave Cinema: An Introduciidefferson: McFarland &

Company2014), 4.
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worl d. According to this view, the Romanian N
communi st Eastern Europe echo Italian Neoreal
Film critics and historians have defined this perceived realist turn ircpashunist Romanian

cinema in a variety of ways. For example, A.O. Scott locates this realism in the Romanian New

Waveds narrow temporal focus, especially in t
day o6s Siteenpthseen Zeitchik | ocates this realism i
formal methods, including many films¥% fAsignat

Christina Stojanova moves beyond temporal and formal characteristics by arguing that the
Romani an New Wave is united by its fexistent.i
cinemab6s fipredilection for eigtoricdak ucingc cmatr acc
instead insists on individual agency and responsidift¥his concept of realism is difficult to

define and is even contested by some Romanian New Wave filmmakers, but the most acclaimed
Romanian films of the early twenfirst century focus on marginalized individuals and the

contemporary social issues thegdavia varying degrees of realism.

Aspects of these trends are apparent in the-disstissed early Romanian New Wave
films. For e x alrheDeath,of ML Lazadsd2008) addres$es pesbmmunist
Romani ads failing healthcare system through t
unable to find medical help before it is too late. This film constructs its social critique through a

blend of dark comedy and formal textpues often associated with realism: long takes, handheld

4A ., O. Scott, fANew MeavYakTones Madaeindsdlay 20R00SS e a, 0
https://www.nytimes.com/2008/01/20/magazine/20Romahtaml.

115Steven Zeitchiki Romani a Continues an Unlikely Cinema
Pair of Ri Los Angdks Tirredlay®s, 20,160
https://www.latimes.com/entertainment/moviestann-cannesomanianewwavemovies
mungiupuiu-20160525snapstory.html

18Stojamova, Al nt8Ooduction, O
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camerawork, location shooting, etc.4Months, 3 Weeks and 2 Dg6€07), Cristian Mungiu

also critigues Romanian healthcare, but Mungiu specifically applies a bleak, realist style to the
story of college students seeking an il l egal
Cornel i u R208HastwiBuchabe$2006), which takes place on the sixteenth
anniversary othe 1989 Romanian revolution, employs a blend of realist style and dark humor to

challenge presesttay visions of a heroirevolutionary past and to question contemporary

Romani an societyds ability to change. AIlIIl thr
Festival and inspired much i ntd@Andeachilnnnal di sc
focuses on individual sb6 e x pAsmposeEammensstatcivalt t ak e

research has countered commuigt historical narratives of Romanian wartime innocence and
victimhood, the Romanian New Waveds interest

i ndividual sd& ex per ramascoarger comniuhigtrna | d inri d madd & i fnred ¢
emphasis on historical epics, its victimization of protagonists suffering under their historical
circumstances, and its natidisamythstt’

Judeds films represent some of the Romani a
tocommuniser a nationalist myths. While Judebds ear |
realist style of the first Romanian New Wave films, around 2045 interational discourses
about the postruth and rightwing populism in Eastern Europe, the United States, the United
Kingdom, and elsewhere were quickly spreadiligude 6 s f i Il ms shi fted t owa
and a more explicit f orexamspleahe naRativedentikérons dar k p

(2015) critiques Romaniabés history of bigotry

17 For an overview of many communista trends in the historical film genre, see Dominique
Nasta, ARomanian Cinema i n,t @GoatenpdraryOROmanisher s at i
Cinema: The History of an Unexpected Mira@ew York: Wallflower Press2013),27-46.
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century WallachiaScarred Heart§2016), which is set in the 1930s, draws attention to the

antisemitic attitudes that fueled rising tides of riglihg Romanian nationalism in the interwar

period and postommunist society alike; arildo Not Careif We Go Down in History as

Barbarians(2018) constructs its narrative through a déction structure’ including a realife

staging of historical violence near the Royal Palace of BucHatestonfront twentyfirst

century deni al i s m 184f OdessarMassacee ORather than perpetumating thee

myths of communisera historical epics, these narrative films question the relationships between

cinemaandtruth, swellas he i ntersections between Romani ab
While international critics tend to focus on the narrative films of the Romanian New

Wav e, | ar g u discusseal archival dbeudmentarlesirdreduce especially provocative

challenges to communistra myths and make visible many concerns aboutghg r ap h s 6

evidentiary roles in the wake of pestith denialism. To reiterate: archival documentarians

support their arguments about the past by primarily or exclusively appropriating archival

materials, rather than shooting new footage for their films$.eJWw s-20f5caschival

documentaries includehe Dead NationT he Mar s hal 6 s(200L8y,Bunigharedc ut i ons

Discipline (2019),The Exit of the Train€020), andMemories from the Eastern Fro(2022).

Rather than following the realist mode that typifies many Romanian New Wave narrative films,

J u d e 6-a015misval documentaries are more closely associated with the work of fellow

Romanian fil mmaker Andr ei U j riescaee heawly inspgireddy e x p e

the works of German filmmakétarun Farocki. Ujica and Farocki-clirectedVideograms of a

Revolution(1992), which depicts five days of the 1989 Romanian revolution from contradictory

perspectives via appropriated materials rangi

stateproduced television footage. Through montage, digital text, and-eegeUjica and
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Farocki 6s archival documentary troubles the s
history and politics. Later, Ujica revisited some of these reflexive strategies in thédiiree
archival documentartf he Aut obi ogr ap hy (2010). InNthisdilm) Ujica ag@ie a u Oe s
engages with a vast array of archival footadpth official and unofficial to explore the
relationship between images, the construction of history, and the actions we take in the present.
The AutobiographouspéciNfcoabhkeyCenuéesi gates i m
Romani ansd® understandings of this former dict
immediately after the events depicted/ideograms of &evolution

Judeds archiVvVhde Marcsuhmalnd spafliels maByxoétlieut i on s
methods modeled by Farocki and Ujica. A¥ideograms of a Revolutipn Judeés f i |l m
juxtaposes varied and contradictory mediations of an historic event. In thiFdase, Mar shal 6s
Two Executiongresents two appropriated visual representations of wartime leader lon
Antonescubs execution. The documentary crossc
actuality footage of the 1946 execution and a staging of this executibis depicted in Sergiu
Ni col aescubds r evi si Mimar €994).By jaxtaposing thase imagedazema t i t
disturbing blackandwhite, silent actuality footage of execution against the glamorous color
i mages of Ni c o lstylesxene, @ich ateoakccongpanied iy a melodramatic
musical scoré J ud e 6 s fuponTrh e uAU tdesbi ogr aphyb = fa tNti ecrod tase t
guestion how images of past Romanian leaders are (re)used to construct history for the present.
INThe Mar s Exedutiosa callision of actuality footage and staged hagiography draws
attention to the ways Romanian cinema, historiography, politics, etc., continue to present this
fascist leader as a martyr in the postnmunist period. In other wordBh e Mar s hal 6s T w

Executiongloes not invite documentary spectators to look at the actuality footage as a record of
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death that speaks truth for itself, nor does this archival documentary suggésietivitrord s

fictionalized scene has no evidentiary value beyond spreading lies about the execution. Instead,

this archival documentaryds montage invites a

in response to a key tenet of deflective negationism: tloeirdise act of constructing

Antonescub6s martyrdom and, in turn, Romani an
Defl ective negationism does not deny Anton

role played by Antonescu and many ethnic Romanians in genocidal murder by blaming

foreigners or a few locabcistsT h e Mar s h al 0 sapgropratesancereciuctilates itss

archival images in ways that encourage spectators to reflect on this visual construction of

victimhood and to respond to how deflective negationism is formed, supported, and spread. Via

appropriation, montage, and reciratibn, 1941 actualitfootage and a scene from a 1994

revisionist historical drama serve as historical evidence of the act of denial itself. Spectators are

encouraged to think about these imagesdé cont.i

interrelated processes: 1) the depeent of researehased truth claims, 2) the defensive public

denial of those claims, and 3) the recognition and rebuttal of that deriaé Mar shal 6s Tw

Executionsthen,invites a mode of pogtr ut h | ooki ng t hat foreground

supporting evidence in the construction of a fmmshmunist truth claim (Antonescu is a war

criminal), i ma g e s éruth deriaism (Antanesswigpapnartya n dn gi npaogset s 6

roles in displaying and responding to that denial (Antonescu is a war criminal that has been

defensively constructed as a martyr via deflective negationism). This deceptively simple archival

documentary, which only lasts ten minuteers anopportunity for viewerso think about how

looking at archival images can support truth claims,-frosth denialism, and its public

refutation.
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WhileThe Mar s hal 0 sapgropriatetfiknefantage df everds that occurred
aft er t h eThevsitrof the JTraimbppéogriates still photographs captured before and
during the war. This archival documentapnstructs an austere, neattyeehour exploration
of the | a'Hi p o gr o mdireated dy Adridn.Cioflaici&an histokriamwhoses c o
archival research and written work also strategically confronts Holocaust derit&iiEnis
archi val documentary is divided into two part
and Testimonies, 0 the image track presents ph
genocidal violence ordered by Antonescu and perpetrated by araiimbiof the Romanian
military, German forces, and ethnic Romanian civilians. During this first segment, which lasts
for more than two hours and f or-lhoyrrunimethe es of
portraits are accompanied by the readingasfous accounts from witnesses and survivbts.
The Exit of the Trainkngers on its individual portraits for long periods of time without the
rescaling or zooming effect commonly used in documentaries that appropriate photographs.
Spectators stare at these motionless portraits while hearing disturbing stories of hd&faévio
The second part of the archival documentary,
This concluding section presents photographs of dead bodies in trains, on streets, and in fields, as
well as other images capturddring or immediately after the pogrom. These images of atrocity
are presented without any sound.

On the surfacelhe Exit of the Traingvites a relatively conventionalalbeit

demanding mode of looking at its appropriated archival images. Viewers look at portraits of

118 Adrian Cioflanca also served as a consultant on other films directed by Jude, indlbding

Dead Natiorandl Do Not Care if We Go Dowim History as Barbarians

119This segment also includes many instances of black (blank) frames between the portraits as
viewers listen to the testimonial accounts.
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victims as they hear stories about the horrific hate and violence they faced. If viewed with no
knowledge of postcommunist trends of public denialism, including deflective negationism,
viewers might strictly look at these photographs as evidence th#icpemmanian individuals
were murdered during the one of the deadliest pogroms of World War Il. However, if spectators
approachThe Exit of the Trainwith an understanding of the specific context of deflective
negationism, another kind of looking is eallfor. Rather than only looking at the appropriated
portraits as records of the faces of individual Jewish victims, spectators are alsoiifiead
through the juxtaposition of sound and image linger with these photographs as evidence of
local arlisemitism and hate, which fueled the violence perpetrated by ethnic Romanians against
their own neighbors. For examplEje Exit of the Trainpresents a series of professional
portraits of the Bercovici family. One of these portraits depicts a smilimgmaaed Meilich. As
spectators look at this bla@ndwhite, carefully staged portrait of a smiling man peering at the
lens, voiceover states:
On the 28 of June 1941, we were all taken from our homes to the police station. On the
way we were badly abused by Romanians following our convoy. Some fainted in the
street. |l wasndét allowed to stop for a sip
me merdiully. At the station | was badlgbusedand Romanians took my money and
jewelry, worth over 800,000 lei. | returned to find my home devastated and reiploed
my husband and son were taken to the camp
and was taken out at TOrgu Frumos. My son
badly injured, had to do field labor. He laid sick in bed four months.
After these words are spoken via voiceover, the archival documentary lingers on Meilich
Bercovicids smiling portrait. During the enti
eyes as he poses happily for the photographer. Througheugxit of the Trairs f i r st s e g me
viewers are confronted by the stares and smiles of those who would soon face the violence

described by the voiceovewiolence often perpetrated by fellow Romanian citizens.

Other moments ifhe Exit of the Traingvite a mode of looking that confronts a key
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tenet of deflective negationism: the false claim that the only ethnic Romanians responsible for
violence were a few hateful anomalies. According to this view, antisemitism was a fringe
element and violence was only perpetrated by the rare citizens tth&xXoelptional views about
Jewish, Roma, and other minority groups. Looking at appropriated photograjites kxit of
the Trains viewers arencouraged to identify how this mode of denialism functions. For
example, as the archival documentary presemsilang portrait of a man named David
Ackerman, voiceover states:
He came striding into our yard with a bat and yelled for the nine of us to come out. With
a fearsome expression and mad eyes, he herded us out of the courtyard with the bat,
hitting my niece and my nephew, whose mouth was bleeding, and hitting my brother i
the nape. He didnodét even |l et me |l ock the f
to the delight of our neighbor, Judge Savel Margineanu, a notorious Fascist, and his
family, gushing with joy that myhelmoseher, 0
in years, was being herded with us.
On one hand, this scene frdrhe Exit of the Traind r aws attenti on to the 0
neighbors watching, aiding, or committing the violence. On the other hand, when viewing this
film in the contextofpost r ut h deni ali sm, the collision of
attention toward aecognition that smiling portraits of Romanian Jews can contribute to a
defl ective negationistdéds view of Romanian vic
admits that Jews were killed on Romanian soil but denies that common ethnic Romemnens
responsi ble for the genocidal violence, these
i mage of Romani an v i -ovridimebtly addresseddneécountersthid s v oi ¢
deniali st position. By ¢ o n fofrethmctRonmagianwaigebers r s wii
watching or committing antisemitic violencBhe Exit of the Traingvites a mode of looking

that aims to expose and combat the public denial of past, present, and future antisemitism.

After more than tweanda-half hours of watching still portraits and hearing disturbing
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accounts of violenc&he Exitofthe Traid vi ewer s encounter photogr a
of Romania, these images of suffering and dea
most frequently reproduced Holocaust photographs. Still, viewé@reeExit of the Trainkave
likely encountered many disturbing images of suffering and death from World War I, whether in
famous documentaries likéight and Fogin history textbooks, or elsewhefghe Exit of the
Trainspublicly circulateslessse nown phot ogr aphs fclaimsmbdutahdi t o s
genocidal violence that was executed in a specific Romanian town. After the demanding
experience of viewind@ he Exit of the Traisdbhourslong encounters with still portraits and
audible accounts of violence, though, this archival documentary also invites a process of looking
at atrocity photographs as evidence of the history of local hatred among Romanian ngighbors
while pointing to thepresentenial of antisemitism. Through this process of yingh looking,
photographs of lifeless daes now reveal the very specific, domestic hatred and violence that is
actively denied via twentfirst century deflective negationism.

Judedad0Opbwsarchival documentaries are stildl
general tendency to shed light on topics that were obfuscated or taboo during the communist
period and its cinema. And these documentaridse the more widelyseen nartiave features of
the Romanian New Wavec onf r ont I ssues faced by Romani ans
tumul tuous national, political, industrial, a
documentaries alsdiverge in meaningful wayg hese lesseseenarchival documentaries echo
the Romani an New Wayv e 6tabod sybjectaad indifidualus on f or m
responsibility, but they mark a shift toward modes of looking at archival images that directly
critique postc o mmuni st Ro mani ae@recomnunis nation, dstleadens, armf t h

everyday ethnic Romanians as wartime victims, rather than perpetrators of genocidal violence.
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Films likeT he Mar s hal 6 sandThedExitokile drainsonframtghese constructions

of victimhood through formal strategies that move away from the realist style of the Romanian

New Waveds earliest narrative features and to
between archival images, historicaldance, and pogtuth denialism. To explore this
relationship further, I owi || next provide a d

The Dead Nation

Unexpected HolocausRelated Images inThe Dead Nation(2017)

When encountering this ch-aptatéd papéeagedp
assume most readers first think of visual representations of atrocity. In tfivehtentury
accounts of the Holocaust, documentarians and historians often selectastuidsgirculate
photographic depictions of suffering or death, including those that conjpresExit of the
Traingd final act. For historians i nves-hiddepati ng F
or -censored photographs of suffering or deathrofisible evidence to support truth claims
about the atrocities that were officially denied during the communist period. It makes sense,
then, that postommunist documentarians and historians constructing truth claims about the
Romanian Holocaust appnogte and reproduce images depicting malnourished, beaten, or dead
bodies. The most frequently reproduced photographs of suffering and death during World War Il
were captured in or around concentration camps in-dlaaipiedWesternEurope, but
photographs e ¢ o r d e Transnistrial aadrbther locations of Romarethgenocide, such
as the Kishinev Ghetto, are now circulated in many contexts. For example, in the written account
titted The Origins and the Onset of the Romanian Hologatishry Eaton reproduces a
photograph portraying lifeless bodies in a street. A caption accompanying this disturbing

photograph states: fASeveral Jews including pa
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194%Cohn and Kar eThé Beatd Trarappnapnatesaandyrecontextualizes

photographs of these same dead bodies in the

about the horrors that occurred elsewhere in Romania or in various regions under Romanian

wartime rule similarly reproduce imag of suffering and death. For example, in Paul A.

Shapi r orbeKishnewGhetto, 1941942: A Documentary History of the Holocaust in

Romani ads Cont eShapimadppBmiated and tearculdtss a disturbing photograph

in which two malnourished women stare at the

women in a Bessarabian village duringaround f or deport at?i on to Tran
| have choseimhe Dead Natioms the primary site for exploring the process of-jagh

looking at Holocaustelated archival photographs because this archival documentary

appropriates many images thiadt least on the surfagéedepict something quite different than

familiar photogaphs of suffering and death. As in the first sectiofted Exit of the Trainsrhe

Dead Natiorappropriates professionally staged and captured portraits of everydays ity

Romanian citizenésee figurel). Rather thapresenting portraits of Jewish victims before

violence occurred, thougfthe Dead Natioselects and reactivates many portraits of the

seemingly peaceful, oftesmiling ethnic Romanian citizens that might have been complicit in

prewar and wartime antisemitic violence. In other wofte Dead Natiopresents cheerful

portraits of those who might have participated or at least ignored genocidal violence but

have since been repositioned as victims through modes efrptistienialism, including

defledive negationism.

120Henry EatonThe Origins and Onset of the Romanian HolocgéDstroit: Wayne State
University Press, 2013),16.

121 paul ShapiroThe Kishinev Ghetto, 19411942: A Documentary History of the Holocaust in
Romania’'s Contested Borderlan@aiscaloosa: The University of Alabama Press, 2015), 39.
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Figurel: Many of the prtraitsappropriated byrhe Dead Nationverephotographedh a professional studio.

The Dead Natiods appropriated portraits were capt
between the lat&930s and mid940s. These years span the period immediately preceding
Romani ads alignment with the AXxis powers unti
Antonescu (asseeninh e Mar shal 6s) .Tw\oc sk xnetceubtsi opnosr t r ai t s a
publicdomainandt hanks to Cezar Po piensrethad sinedhougand i zat i o
i mages are currently acshaisgapplcatei??abbriefbcroil ckr 6 s o
through this vaspbnlinealbum reveals stunning photographs of Romanian mothers holding
babies, brides dressed in white, men riding horses, and children holding hands. Rather than
confronting an onlooker with depictions of violence or death, these portraits collectively produce
apeacef ul and nost al gdammunistipasi. Asithe didital d&Reessibilityioh 6 s  p r

images like those shot by Acsinte expands exponentially, it is of increasing urgency to

12Cost i ct Ac,sbBlickt azcessed ormApnl B4, 2024,
https://www.flickr.com/photos/costicaacsinte/
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strategically select particular archival photographs in response to specific instancedroftipost
denialism.

Film critics have argued thahe Dead Natiom s about exposing what |
photographs of everyday Romanian citizens deshotv. For example, Patrick Holzapfel argues
thatThe Dead Natiohs s pect ator fdAreal |y lagreethaitis ng at mi
archival documentary draws my attention to the act of looking, invites mectmséder what
exists beyond the frame, and encourages me to
surfacelevel content. However, at least for the pumogexploring the process of pdstith
looking, | am less convinced thalhe Dead Natioiis primarily pointing to what is missing in
these images. On the contrary, the filmés act
space for considering archival p htroth degialismp h s 6 p
by focusing on whatis represented ithese imaged he Dead Natioinvites a closer analysis of
its appropriatedmages as historical evidence of everyday Romanian citizens antetusrs
who were often, as historian Radu |l oanid argu
c u |l t3 The road of deflective negationism involves a defense of Romanian innocence and a
denial of antisemitism before, during, and after World War Il. On the surface, this vision of
prewar and wartime ethnic Romanian culture as innocent and noble seems itydsacaed in
many of Acsinte6s TFheDeachNatiogooknd ai thesegappaopriated [ n
photographs anew suggests that many Romanians were willing to keep smiling for the camera as

they and/or their neighbors actively participated in acts of targeted hatred and violence.

22Ppat ri ck Btoppirg@ewn Bédceptioiis: Radu Jude didé Dead Nation BIUBI
NotebookJuly 12, 2017https://mubi.com/notebook/posts/strippidgwn-deceptiongadujude
andthe-deadnation

124 Radu loanidTheHolocaust in Romania: The Destruction of Jews and Gypsies Under the
Antonescu Regime, 194@44(Chicago: Ivan R. Dee, 2000)1.

64



https://mubi.com/notebook/posts/stripping-down-deceptions-radu-jude-and-the-dead-nation
https://mubi.com/notebook/posts/stripping-down-deceptions-radu-jude-and-the-dead-nation

While deflective negationism suggests that only a few outliers in the history of Romanian
society could be deemed antisemitic, historians argue that antisemitism was the rule among many
prewar intellectuals, i nst i tmen, poets) Bistoriaash d ¢ o mmu
philosophers, theologians, journalists, lawyers, university students and their professors,
scientists, government mini st é%Thisinsttutichalied er ar ¢
antisemitism in the years before Romania officially joined the Axis powers cannot be attributed
to Nazi influences or fringe positions. Al exa
governments from December 1937 to August 2341@émulgatedanBe mi t i ¢ P2 gi s | at
InNThe Mar shal 6s,Juliledoectly gorfronistthe active construction of this
antisemitic government and military as martyrs, rather than perpetrbt@fead Natioshifts
attention away from governmental or institutional antisemitism and toward that which deflective
negationism most vehemently denies: the existence of past and present antisemitism among
everyday ethnic Romanian citizens

The Dead Natiom ppr opri ates Acsintebs portraits of
ages and occupations as historical evidence of the personal, everyday status of hate among many
Romanian neighbors. For examplée Dead Natiomcludes photographs @fomen at a beach
as well as picture of ayoung boy held in the air as bBeikesan acrobatic posgee figure 2-

3). Other images depiet family sitting around a dinner table, men proudly posing in their
workplace, and a group of musicians playing tiretruments outside on a sunny day. At first
glance, these photographs do not hint at evidence of everyday antisemitism. Looking a bit more

closely, the photograph of the musiciaugigests otherwisé careful look reveals that a young

125 Eaton,The Origins and Onsgs.
2F] orian, fAThe Perc®ption of the Holocaust, 0
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girl in the middle of the frame is proudly raising her arm in a familiar fascist akgefigures).

As | will explain below,The Dead Natiomppropriates other photographs that depict Romanian

citizens, including childremroudly performing this gestureefore the camerdn these

moments, spectatorsdé attention is drawn to th
seemingly innocent citizens and their children. Yiet Dead Natiodés t acti cs of appr
and montage also invite viewers to | ook anew

include such explicit fascist gestures, &oiditionalevidence of everyday antisemitism.

[— n

Figure2: The Dead Natiotis comprised of many appropriatptiotographs captured at settings traditionally
associated with leisure and fun, including the beach.
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Figure3: The Dead Natiods di ver se appropriated photographs include
proudly performed for the camera.

Figure4: The Dead Natiotnvites viewergo search appropriated photographs and (re)consider their potential
evidentiary values, including in relation to a historycommonplaceantisemitism.

As Fisher and Mezger explain, violence in
Romani a, Afwas al ways personal . The discrimina
in front of their familiesd and nyemplgditddonr sbé ey
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such acts of violence that the very notion of
reconf i §While tefleotine négationists attempt to shield the Romanian public from
unsettling histories while reiterating and defending commansimythsThe Dead Nation

il lustrates t hat e vanditsdegia mightbe found i unexpecteddisual a r i n
sourcesThe Dead Natiods s el e ct i viewhiahppvilegeprofesaional pontraits of

happy ethnic Romanian citizens over images of victims, suffering, andidasdlkey to the

filmdéds search for evidence of the twughouc al , r a
this archival documentary, voia®er narration encourages viewers to look anew at seemingly

peaceful portraits for evidence of everyday prejudice and its denial.

As | will explore in later chapters, in many archival documentaries, narration in the form
ofsoundoross cr een text guides spectators6é attentio
appropriated image or asks the viewer to consider contextual elenstriisyond the frame. In
Judeds archival documentaries, the collision
sources might reveal or conceal. As Anastasia Eleftheriou argues in relafiom Exit of the
Traing ASurely, theobegemphagdebinebelptieds filn
relation to the spoken text that the fil mds e
the question of representabiliti®inThelEdtofquest i o
theTraings t he suffering of many Jewish individual
prewar portraits while |Iistening to wiThenesses

Dead Nation a voiceover witness account similarly guides the viewer to look at appropriated

27Fi sher and Mez@®er, dAlntroduction, 0
22Anastasia Eleftheriou, :fiHMe&deoMentageantRadon and | m
J u d BEhé Bxit of the Train€020)p Eastern European Film Bulletihl2(2021)
https://eefb.org/perspectives/thme-of-montagein-radujudesthe-exit-of-the-trainsiesirea
trenurilordin-gara2020/
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portraits anew, but this voiceover does not directly address the specific names or horrific

experiences of the people whose faces are staring back in the archival photographBh&Vhile

Exit of the Trainguxtaposes the stories of violence with the photographed faces of those who
suffered,The Dead Natiopai r s Acsinteds portraits of commo
propagandi stic speeches, fascist songs, and J
poet, writer, and physician Emil Dorian. Hefée Ded Nationjuxtaposes sounds of hate and

fear with the photographed faces of those who might have been responsible for cubtivating

normalizingthat hate and fear.

The Dead Natioe hr onol ogi cally matches Acsinteds p
individuals to the dates described in Doriané
hi storical source that distinctly |links the w
time. For exampl e, Il rina Paperno @thgtisghe t hat

visible separate installments that correspond to the time of compésfooegrounds its

inherent link to temporality. The diary offers a urequarrative form, or templatéor the

tracking of 2 TheDeaddNatibdh si nc otlilmes.icton of a Jewish d
concurrent photographs of smiling ethnic Roma
chronological structure and its connection between personal experience, wider historical events,

and shifting social attitudes. &tprewar rising tide of Romanian fascism is made audible by the
soundtrackdéds blend of a Jewish diaristds fear
domineering tone of 1940s speeches; the photographs simultaneously make visible the

ordinariness bthe antisemitic attitudes fueling this rising tide. By juxtaposing joyous images of

the past with the soundtrack of DbhebDeachds di ar

2 vy i na Paperno, fWhat ThaRussBreReddd) . 4(2004)B7LDi ar i e
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Nationwelcomes a processofpdstr ut h | ooki ng that examines por
gestures, etc., to unearth an unsettling image of antisemitism within comfortable, nostalgic
representations of preommunist Romanian culture. For examflbee Dead Natiopresents a
selection of Dorianés diary that describes ev
August 11", Hatred against Jews is frantic. Afte
official version, Jews were evacuated from Moldovan towns in closed wagons, dying
horribly of thirst and suffocation. Tragic details keep pouring in. The train station scenes
with miserable souls in sealed wagons, which no one could approach, exceed any sadistic
fantasy. Hundreds of people in cattle wago
until they died, exhausted.
The diaryodés disturbing descriptions are accom
happily swimming and enjoying themselveshe water(see figureb). The Dead Natiod s
montage invites viewers to look thieseémages of smiles and swimming, rather than suffering
and death. These unexpected visual sources offer evidence of the complicity of those living in a
precommunist Romanian culture that is either engaging in or ignoring what the diary describes

by

as thbecindetails [that] keep pouring in.o

Figure5: The Dead Natioj uxt aposes Dor i an 6 sapbotograph of geentinglg lovedgy ati ons  wi
the beach.
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The story of violence described in Dorian
historians. Still, even with access to formerly censored archival materials, much remains
unknown about the vastness of these horrific acts. For example, loanidexplaim | t 1 s di f f
estimate the number of victims of the | aHi p o
that at least 254 were buried in mass graves in the Jewish cemetery soon after the events of the
pogrom, but we dondét okw ana ntyo velfiBemyh emera@ han o f h
explicit violence are often reproduced to support truth claims about this violence, which is only
partially understood today. Yet images of suffering and death have little to do with deflective
negati oni smods stputh denidlisnc These phdicularfpdaghalsfénses do not
deny that Jews were murdered in |l aHi; instead
leaders were not guilty of antisemitism and, in turn, could not be responsible for the horrors that
occured there. Througfihe Dead Natiods st r at egi c appropriations
photographs of happy Romanian citizens swimming in 1941 start to tell a different story. Via an
audibly guided postruth look, anonymous images of summer fun sesvevidence of a cultural
acceptance of the antisemitic ideologies that motivated or justified the active participatan in
thedisregarding of genocidal violenceThe Dead Natiods soundtrack gui des t
toward recognizing within these portraits the constructed vision ofagonenunist Romanian

innocence and victimhood underlying many acts of twéingy century denialism.

The Prior Appropriations of Visual Evidence

Since they were originally produced, Holocause | at ed phot ographs fro
elsewhere in Romania have served as supporting evidence for a variety of claims about the

genocide and who is responsible. As loanid explains, the wartime circulation ofjfatpdts

130|0anid, The Holocaust in Romani#7.

71



played a key role in justifying the Romani an
including Antonescu, up to date with details about how massacres were untétdisa film
like The Exit of the Traindemonstrates, these same kinds of Holoeaalated photographs later
served as evidence to support po@inmunistera arguments about Romanian responsibility for
t he massacres. I n the wake of Popwhgltlanmds di gi 't
also approaching as Holocaustated archival photographdave been similarly reactivated in
many new contexts to serve a variety of political and historiographic purposes. However,
because the surfatevel content of these professional portraitsespp to separate them from
familiar atrocity photographs, the artists, |
are typically not interested in explicit historical arguments about the Romanian Holocaust. When
these charming portraits arimagined in new artistic contexts or reproduced by international
journalists, the depicted erads | ocal antisem
denied. To better understand hdtve Dead Natioinvites a mode of pogtuth looking at
Ascinteds portraits as evidence of both anti se
how some of these photographs have been recirculated as evidence in othefitstesiytury
settings.

For example, Ascintebds photographs have be
artist and photographer Jane Long. I n Longds
portraits are reworked to take on new surreal meadildsor an art wor k titl ed

Dancer, 0 Long reverses and colorizes Acsinteb

BlRadul oani d, AThe Holocaust i n RoGoatempaary The | as
EuropearHistory 2, no. 2 (1993): 144.

1323 ane Long, f Da nacdessed omApril 4, 20@st i ct, O
https://lanelong.com.au/dancHwgth-costica
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the woman next to a rhinoceros. And in ATall
rescales images of men from numerous Acsinte portraits, including men wearing military
uniforms(see figures). Long repositions these soldiers and sailors in the bottom portion of her

new I mage beneath oversized, iIimposing red flo
culture, and history is | i kastingassociaionsiththel o wed b
beauty of flowers broadly or the connotations of poppies (including their narcotic/psychoactive
effects) specifically. I n Longds surrealist i
original historical context of prewar and wartime Romi a; unsettl ing quest.i

racism or violence are silenced by pleasant colors, rhinos, and poppies.

Figure6:InJ ane Bdmady ds Pocpspinetse,60s phot ographs are reworked in
divorced from the historical specificity of thear, hitps://janelong.com.au/danchvgth-costica

As international journalists reproduce these images in stories about the success of
Popescuds digitization project, they also oft
communist Romanian antisemitism. For example, journalist Kate Lyons approprated Ant e 0 s
portraits f cleaningbady MdilLi kn. éasn rairghtcl e titl ed AGhos

Time Forgot: Race Against Time to Save Secret BaukWhite Archive of Doomed
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Count3y .ad sing the value of Acsinteod6s digitize
images

provide a history in pictures of the nation; a record of a people and a culture that some

feared would vanish without a traceéThis s

because it offers a glimpse of Romanian life during a period when the nasariosad

off from the world. Romania disappeared from global view for much of the twentieth

century, after they were placed under the control of the USSR following the Second

World War.
By describing the preserving and digitizing of this portrait collection as an act of saving crucial
records of a preommunist Romanian culture that had been destroyed by war and communism,
the pictured ethnic Romanians are again discursively construgigdtians. To support the
articleds argument about the digitization pro
country, o Lyons reproduces many of Acsinteods
depicting four smiling young women posingneateesd . A capti on reads: QM
women enjoy sledding in the winter of 1940, just a few months before Romania was forced to
join the Axis™gbwenstiol Wdsl saggestion that R
the Axis powers reiterates deflective negatio
As Florian explains, fAthe extermination of RO
synchronizedvi t h t he extermination carried out i n Ne
the extermination earlier and stopped it while the Final Solution was only in its first stages in

Ge r mafiThis @arly systematic violence against Jewish and Roma communities did not

occur in other nations that DBaleMatantield | y j oi ned

133Kate Lyonsfi G h oFsom theLand thafTime Forgot: Raceé\gainstTime toSaveSecret
Black-andWhite Archive ofDoomedCo u n t Daily Mail, February 10, 2014,
https://www.dailymail.co.uk/news/articl2555487/Costic#\scintesincrediblephotographs
Romania.html

¥4 . yons, fiGhosts From the Land. 0

135Florian, iThe Perc28Bption of the Holocaust, 0
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appropriates Acsintedbs pbruthitdenbal egstdéntal
Romania was a victim forced into these ideologies or actions.
The Dead Natiom | so appr opr i a-tinephotAgraphs ofsnallidgs wi nt er
Romanians riding in sleds and sleighs. For exampkeatbhival documentary presents
photographs ofvomen posing oandaround a sled,sawell asa couplesitting in a horsedrawn
sleigh(see figure 7-8). As spectators encounter these images of smiles, smovgleighs,
voice-over describes many horrific events unfolding beyond the frame in TBélTeading from
Dorianbds diary states:
January 2%. There was almost civil war. General Antonescu has explained: The
Legionnaires tried to take the power. What
described. So many Jews were executed by armed Legionnaires. Dozens of Jewish bodies
were found dead omé road. A merchant had his arms and nose broken, then he was
shot. An old rabbiés two boys were killed
out. Jews were hung in the slaughterhouse hooks, some were thrown in the sewage or on
the dreets. Two bodies were identified by a patient of mine. More bodies were kept
outside the morgue, in the snow. They keep identifying more. People crowd the
riverbanks by the morgue. When they meet, people tell of more crimes. As for torture and
beatingsthe list is infinite: Jews forced to drink petrol, crosses cut on their backs,
beatings and killings by womené
Photographs portraying this kind of brutal genocidal violence exist in many archives. Rather than
appropriating available atrocity photographbe Dead Natiopresents the specific type of
portraits reproduced by Lyons and others to construct a vision of a peaceful but doomed

Romanian past. Here, the same kind of photographs are looked at anew to expose and challenge

ot her appropriationistsd denialist visions of
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Figure7: In The Dead Natioywiewers are invited tmok at beautiful, snoweovered scenes and smiling faces as evidence in
direct response to present denialism.

Figure8: Rather than presenting smiles and sleds as evidence oflastainnocenceThe Dead Natiowlirectly confronts
nationalist myths

Lyonsdé article about the preservation and
an i mage of a Romanian boy. This portrait 1is

poses in Acsinteds studioéitnhd raamdria.n@alAdrmer
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above,The Dead Natiomppropriates many similar images of Romanian children raising their

arms in a saluting gesture, but Judeds archiywv
very different kind of historical evaderence. T
i mplications of this saluteTheDeadoNagohs ut t he co

juxtapositions of image and sound point to how pervasive and normalized fascist ideologies and
their associated salutes were becoming by mideoé the 1930sThe Dead Natiommpens a space

for looking anew and recognizing that these gestures were performed by many young tthildren

not just adults holding fringe political attitudesnd that the prevalence of such gestures

suggests the commonplaceness of antisemitism in pawiawartime Romania. For example,

The Dead Natiop uxt aposes a portrait marked A19390 wi
This portrait depicts a very young boy alongside a man that appears to be his father; both are
dressed in military wuniform. A diary entry read
single Fascist Party and it will run for Parliament. They have a uniform; the Roman salute is now
obl i gatory. T hTee Dead Natiotien présents othet photographs depicting

young boys in various types of clothing, including uniforms from a newly formeduwiigtog

organi zation akin to Hitlerés Youth. Next, th
t hat Ly ons 6capianediasal ymg beyiinnraditignal dress saluting the can{eee

figure 9). The Dead Natiostages an encounter with this portrait as historical evidence of a

1930s culture of antisemitism and a rising tide of Romanian fascism. For viewers looking in

response to twentfjrst century deflective negationism, this juxtaposition also invites sjpestat

to consider how these images have supported acts of denialism elsewhere, from art to journalism.
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Figure9: By juxtaposingphotographs depicting childrgerformng this saluteThe Dead Natiofnvites viewers to
reconsidetheg e s t relatiendhsp to antisemitism and its normatiaa in prewar and wartime Romania.

On one handThe Dead Nationlraws attention to the historical and political specificity
that other appropriationists like Long and Lyons avoid. On the other ihad)ead Natiostill
fails to identify many specific contextual factors and details, including the identities of the
individuals in Acsinteds portraits. This choi
information might be attributed to a general lack of knowledgedbo t he phot ogr aphs:«
subjects. For example, in relation to his digitization project, Popesaalefsilly tracked down
the names of some people photographed by Acsinte, but he admits that the identity of most of the
phot ographs® s ubjSouecsticsshavenaagued $ibhe DekdNatioins. | a ¢ k
of identification is a limiting and even potentially unethical historiographic approach. For
example, Diana Dumitru warns thaby appropriating so many photographs of unnamed
Romanians from an undisclosed provincial town during the prewar atidnegoeriodi The
Dead Natiormight unintentionallypresent portraits of those opposed to-datvish policies.

Perhaps even more concer nfTheDgad Naiomightmi t r ués r ec
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inadvertently present portraits of Romanian Jews as evidence of local antiséffitiarould

add that the positioning of photographs of unnamed Romanian citizens as evidence of local
hatred and/or complicity also risks falling into the trap | described in relation to Sontag and
Berger above. When photographs contribute to a generalieigg shat the horrors of war are a
result ofthefailure of humanity broadly, this generalization can distract from the specific
political motivations and the individual actors responsible for past violence.

These critiques and the limitationsTdie Dead Natiods met hods f or appro
recontextualizing Holocauselated photographs as evidence cannot be easily dismissed. That
said, in the cont ext -truthflooking,The DeachNatod £ r i6rs s if Dicalrs c
anonymity can also be understood as a strategic response to deflective negationism. While
defl ective negationism depends on broad cl aim
victimhood,The Dead Natioimvites a mode of lookl(p at Acsi ntebés portrait
confront this broader mythical vision of the nationThre Dead Natioyspecific photographed
individuals are not named or accused. |l nstead
violence should be blamed on outsiders is directly refuted. Perhaps most importantly, in response
to twentyfirst century deflective@ g at i o ni s madisto giiminatmpublig adgissens of
the possibility of present or future antisemitisihe Dead Natioiseeks visual agdence of a
collective responsibility for recognizing a specific history of hatred, identifying its role in the

present, and countering its denial.

Conclusion to PostTruth Looking

As described inthiprojecb s i ntroduction, repe-eelatedd encou

13¥pj ana DTUhmDdad Natiof Har a Moartt). Dir. Radu Jude.
83 Minuteso Slavic Review9, no. 2 (2020): 41817.
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photographs contribute ptoctwleanor Mar ioanrae AHirmans
cultural traumao f r o'MAcoconding tg Hirach, asaatlimitednumber oft h e n
photographs or visual tropes are reproduced and encountered across a variety of texts about the
Hol ocaust, these Iimages begin to take on a Am
fimemoryo of forghase vhodid reotuivie ahsough the traumatic events-fiestd38 |

echo Hirschodés claim that generations removed
form of postmemory by engaging with images of a traumatic past. Yet it is important to note that
the Aimetaphoric roleo of ptlautamightasp sugporian col | e
fabricated memory about who was responsible for perpetrating past violence. In the context of
deflective negationism in peasbmmunist Romania, an onlooker can engage with atrocity

photographs as transmissions of past trauméevaibiding the unsettling recognition that their

own ancestors and nation are responsible for the violence that produced this trauma. The same

can be said about denialists looking at Holocaelstted photographs or different images of

trauma as evidende many other twentyirst century contexts. In the United States, Holocaust

related photographs are deployed as evidence d&rttexican militarys heroic liberation of

European concentration camps, but these photographs can also be used to support the

comparative trivialization of Japane8enerican internment camps at home. And the persistent

viewing of other atrocity photographs can similarly proglfalse or misleading memories about

the United St at es 0-firpt aesttiry examples:notognaphstofviasturd faare n t y

Abu Ghrai b have been circulated to support th

blamed on a few racist exceptions dnak | will explain in Chapter B visual recordings of

Sur220.ving | mages, 0
Sur22% ving |I mages, 0

80

ot I



American police officers injuring or killing citizens of color are frequently shared as evidence of
policeo f f i hereisnsaad victimhood, rather than racist abuses of power.

As these brief examples demonstrate, by focusing orgoosinunist Romanian
denialism, | am not attempting to hierarchize atrocities or their denial. This kind of hierarchy is
foundational to comparative trivialization. And | am not suggesting thattpabtiooking is
only relevant in the postommunist Romanian situatié@nor that Romanian cinema has a
monopoly on films that might inspire this kind of looking at Holocaakdted photographs.

Instead, this chapter has made a case for a mode of lookingathonly be understood and
performed with careful attention to specific situations of denialism and the evidentiary roles of
photographs that might support and/or counter that denialisenDead Natiomand other
exampl es o0-201%3archival dlccumerdasigs have been especially productive in my
thinking about postruth looking at Holocaustelated photographs because they provide such
clearly targeted responses to specific instances of deflewyationism in postommunist
Romania.

That said, practically speaking, Judeds ar
appeal. Populist politicians espousing denialist rhetoric will probably not sit through these
demanding and confrontational films. In other words, it would be ridicutbaguate these
relatively unknown avargarde works as singleandedly combatting deflective negationism in
postcommunist Romania. On a broader scale, it is also increasingly clear that simply fact
checking false claims is not likely to dramatically e the mind of someone who believes and
spreads disinformation. Yet | find archival documentariesTike Dead Natiomoth provocative
and encouraging in a moment when hyperbolic claims about the death of indexicality, evidence,

and truth itself feel both ubiquitous and disingenuous. This kind of archival documentary creates
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a public space for lingering with appropriated Holocaakited photographs and thinking

critically about what roles they might serve in producing new truth claims, supporting denialism,
or exposing and responding to that process of denialism. The godbak anew at archival
photographs to better understand how denialism itself is constructed and supported, often with
the help of visual evidence, in order to answer that denialism strategicaliriRbsboking,

then, is both investigatory and contiba. Although the archival documentary remains a niche
subgenre of filmmaking, as a mode that appropriates and recontextualizes extant images as
evidence, it can make many of these investigative and combative processes public, visible, and
analyzable.

In 2023, the Romanian government made teaching curriculum about the history of the
Holocaust compulsory in schools. Denialism of Romanian antisemitism immediately followed.
For example, emphatic public denialism has been espoused by members of the gl izt
party called the Alliance for the Union of Romanians (hereafter referred to as AUR). As AUR
senator Claudiu Tarziu explained in a critigueexfuiredHo | ocaust educati on,
no serious case of arBemitism in Romania, not only the last year, but in the last 20 or 30
years, and between the Jewish minority, which numbers several thousand people, and the
Romani an majority, n o Thsoldin derdesccumerited mstapcesk i n d
of recent antisemitic violencbut it also points to the evolution of denialism and the potential
future evidentiary roles of Holocaustlated photographs in Romania. Rather than denying the

history of Romanian antisemitism during World War Bs in the mode of deflective

139 Claudiu TarziuQuotedinMadal i n Necsutu, f@ARomania Makes
Mandat or y S cBal&ao InsigitNdvember 18, 2021,
https://balkaninsight.com/2021/11/18/romamakesjewish-history-holocausimandatory
schootsubject/
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negationism described abowvéar-right leaders like those from the AUR are now increasingly
focused on directly denying that antisemitism exists or remains relevant to Romanian politics in
the twentyfirst century. George Simion, a rising young rig¥ihg political figure and current
president of the AUR, was asked whether the Romanian state was responsible for crimes against
Jews during the Second Worl d WarThisvastme on r esp
Romanian state, even if it was led by aalict d*f Whén pushed to recognize that antisemitism
pre-existed Antonescu, Simion surprisingly agreed. According to Simion,
Indeed, there was antisemitic legislation carried out by King Carol Il. He was a dictator,
Antonescu was a dictator, [former President of Romania NicGlaep u ‘Heasac u
dictator. We lived under several dictatorships. There were then ethnic problems and many
antisemitic attitudes in our society. Fortunately, today there are no such attitudes, and we
need to find the right path to prevent their reemergétice
The interviewer then asked Simion for a defin
patriotic party that remembers the words of Donald Trump, who said that the fight is now
bet ween globalists and patri ot s ssedWerpriserthat pat r i
Simion was proudly referencing Donald Trump,
fighting the same adversarieshe Left and the extreme Left, who are trying to promote an
agenda and aboli¥h the idea of nations. 0
As this emerging form of pos$tuth denialism suggests, future defenses of the Romanian

nation may no | onger depend as ceugyvi |l y on a d

antisemitism. As more and more truth claims and examples of visual evidence arg public

140 George Simion, Quoted Bl dad Bec k, BhouldiNet beRaot bf thePalitical t
Game: 6 Ro mearoid RighsWi3n6g L awmaker IdelHaypmMpaile s, 0
2023, https://www.israelhayom.com/2023/07/12/holocastsbuldnot-be-partof-political-
gamesromaniasyoungestiawmakershakingup-politics/.

Y1S5i mi on, Quoted in.®eck, @06
“2Si mi on, Quoted in. Beck, f0
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circulated to counterthe pestr ut h deni ali sm of Romani ads resp

during World War 11, twentfirst century modes of denialism will continue to adapt. In the case
of AUR in 2023, blame is now deflected to past dictatorsthoske antisemitic Romanians that
are likely deceased and therefore supposedly unrepresentative of younger generations of proud
ethnic Romanians. Despite these differences in modes of denialism, the root of deflective
negati oni sm r e ma iisrstil toidefendaacvision ofAhe Rafion that loaa heen
threatened by archival research and to deny accusations of prtagaritisemitism. How
documentarians, historians, artists, journalists, media scholars, and others choose to look at
Holocaustrelated archival photographs will determine how this emerging mode of denialism
will be supported, how it will be understood, and how it might be exposed and opposed in the
public sphere. And how we look at archival photograpimeluding Holocaustelated imagsi

in the wake of other postuth denialisms will consequentially shape future understandings of

documentary cinema, visual evidence, and truth.
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Chapter 2: ViPriuadt e od&memgMovies and Public

In the previous chapter, | raised questions about how to look at archival images as
Holocaustrelated evidence in tHest decades of theventyfirst century. | began to address
these questions by analyzing Radu Judeds arch
glassplate portraits from the 193@s. | referred to these photographshich present smiling
ethnic Romanians sleddjnswimming, and engaging in other pleasant activitias
Aunexpect e-eateddisualsauzas.g-or thosedying the Holocaust and
constructing its histories, these portraits are unexpected insofar as they do not explicitly represent
atrocity, as in graphic liberation photographs or many{deziluced images. In this chapter, |
analyze acts of appropriatingoking at, and recirculating another kind of unexpected; non
violent Holocaustelated visual source: the home movie. As | will explain below, in the late
twentieth century, an interdisciplinary turn toward the preservation, study, and circulation of
homemovies unsettled prior understandings of the image and the archive alike. In the twenty
first century, this interest in home movies continues to challenge established historiographic
practices while fueling debates about what the archive is, what it, diddsit belongs to, and
what kinds of histories can be constructed through it. For those studying World War 1, the
appropriation and circulation of home movies as evidence also raises provocative questions
about what constitutes a Holocauslated soure, what we can presently know about past hate
and genocidal violence, and how we might look at these previously neglectedoleor
images as historical documents.

Photo albums, home movies, and other amgteaniuced images that were once
relegated to family closets or basements are now professionally preserved and studied as

historical sources. Twentfyrst century documentarians and historians recognize that dinese
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private images offer traces of domestic settings and everyday activities that are typically absent
from historical accounts of the war. Yet appropriating and circulating thesepdmate images
in documentaries, museum exhibits, and other public settirgsluces unresolved tensions
bet ween the imagesd original functions in the
documentarians, historians, museum curators, and others repurpose a wide variety of archival
images not just home moviesinwaysh at t he i magesd6 original pro
anticipated. Yet engaging with home movies as public evidence introduces specific discrepancies
bet ween our present uses and t Asdogerddigaegsed, or i g
In the family domain, a home movie does not function as documentation. The family film
is, in fact, acounterdocumentThe collective interactions at the momehtheir
shooting or viewing or in the individual interior discourses aroused are more important

than the i mages. To read us® hiotmef oo vd ematsh ial
not its own functiort?3

Home moviesd values were originally construct
films, discussed them, and reacted to their own images@en. Present onlookers that do not

belong to the era or family depicted in the home movies canseethmages 6 most obvi
contenti birthday parties, vacations, siblings playing together, holiday gatherings letc.

much is lost in the transition from private discourse to public document. As | will illustrate

below, when specifically studying Europea J ewi sh familiesd 1930s hom
surfacel evel content at face value can | ead to a
images as signs of prewar happiness and harmony. Strictly reading these home movies as

intimate evidencef prewar joy fails to confront how they functioned in the complex and messy

historical construction of the family, the self, and Jewish identity. In turn, | argue for modes of

“Roger Odin, fAReflections on t he -Pragmatcl y Ho me
A p pr o a Wihingdhe Home Movie: Excavations in Histories and Memoges Kareri_.
Ishizuka and Patricia R. Zimmermann (Berkeley: University of California Press, 2008), 261.
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|l ooking that reflexively engage with the gaps
family and their public uses as Holocaustated evidence in the twentiyst century.

To advocate for strategic processes of looking that recognize and confront tensions
between private and public, | again turn to the archival documentary mode. Archival
document ari esd st ag-aseévidencecnake wisibderarsd avalyzebe pnemma g e s
concerns about the status of the archive, the image, and historical knowledge. When archival
documentaries appropriate and recontextualize images to support-fisgntgntury truth
claims about the Holocaust, they provide an opportunity for recomgideow to look at
Holocaustrelated visual evidence in targeted and historical ways. And when archival
documentaries specifically appropriate home movies that Jewish families recorded just before or
during World War 11, these documentaries make visibleyr@ncerns about looking at oAce
private sourceas public Holocaustelated evidencélo explore these concerrdsyill analyze
Abi gail Chi | d 6 s TherFatlre lvBehind ¥ d2@04) iihereaftea nefgrred to as
TFIBY). This approximately twdg-minute film appropriates 16mm home movies shot by a
family in 1930s Europe. IMFIBY, the home movies are recontextualized and recirculated as
evidence to support a narr at i wartinelexperiéencea. Jewi s
This story |l argely focuses on the familyés ch
just bebre the warTFIBY then concludes by briefly describing the experiences of family
members that immigrated to the United States and Palestine in 1939, and the deddhgex r
that stayed behind. WhilEFIBY6 s appropri ated 16mm home movi es
archi val documentaryds historicallFIBYas rattormnvy i
about a Jewish familyds experiences in the 19

Child invented the individual names and stories of the people that appear in the appropriated
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home movies** This fabricated narrative is largely told from the imagined-fiestson
perspective of the homeEBYmoesesbsyobounngeybudgug
thoughts and personal responses to the home movies via superimposed diggaktbgtire

101). This family memberds i magined reactions ¢

oncepri vat e i ma g asHolocaustdlated evidena@P u e s

On particularly fine days
we went out into the fields.

Figure10: TFIBY manipulateshese oncgrivate imagesnd adds superimposed digital text. This text provides
fictional namesstories and reactionto accompany the actual 16mm home movies.

144 At the eighth annual Athens Ava@arde Film Festival, following a screeningTd#IBY,

Child admitted that she does not know the identities of the actual people in the appropriated

home movies that comprise her archival documentary. Child explained that a bookdealer friend

gave her the anonymous European home movies in a shopping bagFBreakchive,
A8BAAGFF2014 I ntro/ Q&A #19 A.Child & J. Gartenb
15, 2014 Video, https://www.youtube.com/watch?v=EOS8XXByOuk&t=1078s

145The Future IsBehind Yaus t he second i nst alTheB@uorbani n Chi |
Trilogy, which also include€ake and Stea2004) andSurfand Turf20081 1) . The tril o
first installment appropriates 19568s Kodachrome home movies but does not situate them in

relation to imagined memories or perspectives. The third installment is comprised of profilmic
footage shot by Child, rather than apprafed images. For these reasons, to theorize processes

of virtual looking, 1 will only analyz&'he Future is Behind Yan its own terms.
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Of those things we could'rol_o,t speak
we simply said mo_tl'}lsg.

-

Figurel11: In addition to introducing names and evediSIBYd s s u p e r i oftgnadescebés thaeagiried
narr at or 6 s andthoughts almom the homennwvies and the memories they spark.

Inspired byTFIBY6 s col I i si on of actual home movi es
advocatsf or a process called Avirt u-aelatedevidekce. ngo at
This process involves a strategic combination of studying home movies, imagining individual
family membersd perspectives andvidebetweeh i ons, a
twentiethcentury private discourses and twefitgt-century public evidence. | argue that the
virtual 7 like related processes of invention and imagoni can be a deliberate and self
reflexive step in the study of onpeivate historical sources. Next, to better understand the
shifting roles of home movies as public evidence, | historicize theseponce v at e sour ces €
in a varieétyvuofmsmadauhiing t he final decades of
the preservation, study, and circulation of home movies challenged the status of the archive
broadly and the construction of historical knowledge about the Holocaust specificaihy.ITh
explore these evolving concerns about | ooking

evidentiary roles through close readingd BIBY. | approach this archival documentary as a site
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through which present onlookers can i magine f
their initial interpretations of home movies as public evidence, and confront inevitable gaps

between private and public. Finally, | conclude by moving beyond tiegdrchival

documentary and toward additional public settings where historians, filmmakers, and other
onlookers encounter home movies. | will demonstrate how virtual looking as exemplified by my
analyses oTFIBYis a relevant, targeted, and practicatbiiographic strategy for anyone

looking at home movies as Holocaustated evidence in the early twesfigst century.

Home Movies and Interior Discourses

Before further describing this process of virtloaiking, it is necessary to clarify my use
of the term Ahome movies.o | echo Jai mie Baro
more than a reference to the location where many of the images were recorded; the home must
al so be un devious,tprivatedcontest in ivldich e recorded documents were (or are
i magined to have b e¥Bytheil980sete dherehsing affordabilitysoh o wn . 0
16mm cameras and projectdras well as the introduction of 8mm technologigsade it
possible for some families to begin shooting and watching their own film recordings at home.
These practices were lateqpanded and reshaped in the 1960s when families adopted the Super
8mm film format and again in the 1980s with the introduction of videotape. Digital technologies
T including the smartphoriehave since replaced these popular production and exhibition
formas in the home. Despite such major technological shifts, James Moran explains that aspects

of the Ahome moded associated with anal og fil

146 JaimieBaron, The Archive Effect: Found Footage and the Audiovisual Experience of History
(New York: Routledge, 2014), 91.
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the digital erad*’ For example, elements of prior home modes carry on when my family watches

and discusses our cellphenee cor ded i mages today. My sons and
screen to watch our i mages in automated Googl
ARevit the moment, 0 and fi8 years sinceéo When
produces meaning through our conversations an
di scourses ar ous edo¥pewewen as Moran warrs,cltahging atitudles o k i n
about the camera, the image, and the family mean that the home mode is historical and always
evol ving. My familyds habit of recording fl ee
encountering the images am automated slideshow differs considerably from the forms of

production, exhibition, and meanikmgaking that | am describing as home movies in this chapter.

For these reasons, the phr ascentuiybsiemsemaiaogei e s o6 h
films that were shot and privately projected by families. Because this chapter specifically

addresses questions about looking at Holoeaalated evidence, my descriptions of home

movies are focused on films that were recorded and viewed by Jewish Euiarpées just

beforei and immediately after the Second World War began. These silent home movies shot

in 1930s Europe were produced and encountered in ways that often have little to do with how we
look at and use these recordings as public evidencg.tbtla goal is to recognize and respond

to these discrepancies between past and present, private and public.

Some documentarians and historians identify and respond to this chasm between private

and public by interviewing hoRoeexample,Pées 6 | i vi n
By using the phrase fihome mode, 0 Moran is bu
Patricia R. Zimmermamnabout the links between amatenoviemakingpnd t he f ami |l yods
representation of itselJames Moranf her e s No Pl a c¢(Minneapdtise Ho me Vi d

University of Minnesota Press, 20035.
480din,i Ref | eR6tLi ons, O
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Forgacs one of the mostliscussed documentarians that engages with home movies as
Holocaustrelated evidence has interviewed living family members to support his stories about
prewar life. When conducting research for his fitnee Fall(1996), Forgacs croseferenced
diverse sourcesandnt er vi ewed the home moviesd Yriginal
AlthoughForgécs typically eschews talkiinggad interviews oscreen, his ofécreen
conversations with family members shape the s
wartime experiencessFree Faland many of Forg8csdé ot her docu
90s illustrate, talking to actual family members has been a productive strategy for those looking
at and recirculating home movies as Holocaakited evidence. However, this direct access to
living family members is often unattainable in the twelityt century. As the number of living
individuals that witnessed World War Il diminishes, documentarians and historians lose the
ability to view home movies with their origin
reactions, or to ask about theirmeries of privately watching and discussing the images with
relatives. At the same time, as | will explain below, the preservation, study, and circulation of
home movies is expanding. This historical convergérninewvhich access to home movies has
increagd while the family members that privately projected and discussed these images are
passing away demands strategic modes of looking.

In response, | advocate for processes of virtual looking at home movies as Helocaust
related historical sources. By Avirtual o I me
and reactions of absent family members. Virtual looking is a procegsich a present outsider

imaginesanovabsent family memberds reactions to hor

WEor a detailed analysis of Forg8cso6 processe
appropriating their home movies, 4@ CuevaskFilming History from Below:
Microhistorical DocumentariefNew York: Wallflower, 2022)65-94.
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assumptions about the i mmediacy and obviousne
reflects on what is lost in the transition from private to public, and reevaluates these appropriated
i mageso6 evidentiary val ue sinifigofrnowalbsentidisidar ur e. Vi
responses complicates common interpretations
and introduces new understandings of what home movies can (or cannot) tell us about the
Holocaust. Although this mode of looking at home mewas Holocaugkelated evidence is
virtual insofar as it begins from acts of invention and imagination, the resulting historical
insights are real. By disrupting initial readings of 1930s home movies as static symbols of prewar
happiness, presentonlotske can expl ore home moviesd perfor:
wartime experiences that home movies were often structured to omit, and the messy ways
families constructed their identities through their private reactions to the images over time. That
said, virtual | ookingds collision of actual ho
obvious ethical concerns, especially for historians and documentarians attempting to counter
twentyfirst century antisemitisrand lies about the Holocaust. As | made clear in the previous
chapter, Holocaust denialism is alive and well in the tw4irgy century. As concerns about fake
news, the podtruth, deepfakes, and digital image manipulation are amplified, so too are fears
about i mages 6 dsofbreaioniamd fuslingpmptisemitismnyYet virtual looking is
not deceptive about its acts of invention; it seeks real insights about home movies and the
Holocaust in response to practical realities in the early twinstycentury, including the rapid
expansion of archival access and the loss of a generation that lived through the war.

My insistence on this link between the virtual and the real is informed by Gilles

Del euzeds not P’Or | @fuzewvisr tcwalcietpy i ®n of the vir

150 Gilles Deleuze Difference and RepetitiofNew York: Columbia University Press, 1994
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ideas of Henri Bergson, introduces complex challenges to prior understandings of time and

memory. To theorize modes of looking at home movies via imagined perspectives, | specifically
focus on Deleuzeds claim that ftohe PEBymtctalal i
linking the virtual to the real while maintaining dsstinction from the actual, Deleuze opens the

door for rethinking the substantive insights and tangible effects that might accompany the virtual

in constructing historical knowl edge. As M. B
confinement of theeal within the realm of the actual, representable and identifiable things,

Deleuze made the virtual a productive field where the unexhausted conditions of the real are
gener at ed a¥YHi lempared smaldida schol ars have built
explore this link between images, the virtual, the productive, and th®%Eak. example, Jeffrey

Skoller studies the relationship between ayxgartde filmmaking practices, history, and

Del euzeds notion of v-iwentietha@dntury experingehtad filniser anal vy
includi BideCAPBPLEGYs and JUtapia(§99Bidandenmonsableghat

Del euzebdébs notion of the virtual <can be a cata
practices. Skoller argues that these axgmntle films reject a totalizing and teleological view of

history; they instead invite speatibn about unactualized events that might have been (or might

151 peleuze Difference 208

152 Although Fazi aims to complicate many slippages between the virtual and the digital, this

framing of the virtual as a simulated space for exploring and producing the real remains an

influential lens through which digital media is exploredtoddy Beatri ce Fazi , #fAD
Aest hetics: The Di s TheoeytCGultue and Saci¢éBe noClo(20191.uous, O
153 These scholars demonstrate that the virtual can be approached in myriad ways that extend
beyond the most obvious links between digital technology and simulation, as in the popular
understanding of #Avirtual r eRatalbles for.the Viduale , f or
Movement, Affect, Sensatidurham: Duke University Press, 2002nna Munster,

Materializing New Media: Embodiment in Information Aesthdtitanover Dartmouth College
Press2006);Timothy Murray,ed.,Digital Baroque: New Media Art and Cinematic Folds

(Minneapolis: University of Minnesota Press, 2008).
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eventually be}>

My an al y s iTEIBYasfsimi@ittyirootedddnsan attempt to rethink historiographic
practices via speculation. Yet virtual looking more specifically speculates about family
member sdé private perspectives in order to ref
movies as pulit evidence. Viewing home movies through an imagined perspécéiven
t hough that perspective iIis not timeadingfuly an act
challenges uncritical public uses of the images as evidemckvifual looking cultivates real
insights about the kinds of private responseseeitkury home movies generated inside the
family. By insisting on this productive link between the virtual and the real in the construction of
twentyfirst century knowledg about the Holocaust, | diverge from negative diggtal
conceptions of the virtual. Specifically, virtual looking is distinct from concerns about the virtual
being indiscernible fromtherealor , i n Jean Bawudrill ardidgs ter ms
the signs of thMvanywetas have explored boaneationsibletweain
Baudri |l | ar dé&entury warnags tand enore recent doncerns about the inability to
discern between reality and deepfakes or artificial intelligétfceet virtual looking does not
conflate imagined memories or interactions with actual lived experiences. Instead, | am arguing
for a deliberate and seléflexivei rather than deceptive or undiscerningistoriographic
process. This process of virtual kg explicitly responds to the absence of the people and

exhibition practices associated with ruentury home movies amidst the proliferation of ence

154 Jeffrey SkollerShadows, Specters, Shards: Makitigtory in AvantGarde Film
(Minneapolis: University of Minnesota Press, 20@2108.
155 Jean BaudrillardSimulacra and SimulatioAnn Arbor: University of Michigan Press

1994), 2.
18 For example,sedohn Nosta, fAThe 6Scientific Simulacrtr
Col | Maliam June 7, 2023 ttps://johnnosta.medium.com/tseientificsimulacrawhen

ai-andhyperrealitycollide-b676eb265045
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private images in public histories. Reevaluating 1930s home movies through imagined internal
discourses, then, is a practical step for early twéirgyycentury onlookers that want to
purposefully disrupt their initial assumptions about an era, a mduenoé moviemaking, and a
family that is not their own.

As | explained in this projectés introduct
archival images can be used and looked at in specific social and historical contexts to
consequentially reshape understandings of the past and one another. Te ththigoal in
relation to 1930s home movies, | must first introduce the contexts out of which the
interdisciplinary study of home movies as historical sources emerged. | will specifically trace
many disciwlkeinnheedhl aeat uraythésdudycohpreviaugly t ur ns o t
neglected visual sources, including home movies. These trends toward preserving and analyzing
home movies grew out of historiographic interests in the history of everyday life, as well as the
late twentiethc e nt u r y 06 slleryes toaaheentional larahival and historiographic
practicesThese turns toward home movies further challenged traditional historiographic
methods, including those deployed by scholars writing the lestfrfilm and the Holocaust
alike. Exploring theorocess of virtual looking at home movies as Holoceaglsted sources in
the early twentyfirst century demands attention to these specific contexts in which the status of

film, the archival image, and evidence has been disputed and revised.

The Archiveods Historical Status

The archive a vague and contentious phréadeas referred to many different practices
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and concepts over tinté’ By the end of the twentieth century, as emerging digital technologies
compell ed archivists to reconsider many of th
onnewmeanings®These changes demonstrate that the ar
statusi like processes of looking at home moviiesre historical>® As digital media introduced

new concerns and methods, academics were also contending with emerging critiques of

empiricism and archival exclusion. These evolving methods and provocative theories led to

debates about what constitutes the archive and vilidg kf historical knowledge might be

constructed through it. Many of these latentieth century reevaluations of the archive are

attributed to influential postmodern and pesucturalist thinkers, including Michel Foucault

and Jacques Derrida. Forexp | e , F o u-19608 Wotk @hallengestpréor assumptions

about the relationship between the archive and knowlEd§eucault highlights how power is
discursively constructed in and through the archiead he influentially critiques archival

practices and historiographic methods rooted in origins, teleology, continuity, and totality. By

i nsisting t hadtonlks basedlorestifting thethods,caffordances, and limitations,

Foucault motivates archivists and historians to contend with the disconcerting recognition that

For a professional archivistos critiqgque of t
humanities often divorce fromthe harmisn pr acti ces i n fAthe archives
AdThe Archi ved AnAckndwleadging the Iitallecthal Goetributions of

Ar c hi v al Re®nstruttiorg6sno.d (2016).

¥For an overview ofifiompassiveccuratar te dctive dpprdiseritong r ol e
societal mediator to community facilitatoin the wake of digital technologies and other

historical changes ee Terry Cook, AEvi dence, Me mor vy, I de
Ar chi val Rrehiva Sciergd392018) 95-120.

159 For analyses of archival practices within their specific historical contexts, see Terry Cook,
AwWhat i s Past is Prologue: A History of Archi
S h i Arthivaria43 (1997) 17-63; Markus FriedrichThe Birth of the Archive: A History of
Knowledgg Ann Arbor: University of Michigan Press, 2018).

180 For exampleseeMichel FoucaultThe Order of Things: An Archaeology of the Human

SciencegNew York: Vintage Books, 1Id)).
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any erabs processes of knowl edgmogrpss.Releaagedd on a
f ew decades Archie&averfurtieechalangesapdia conceptions of the archive.

By connecting the archive to a psychological
inspired scholars across disciplines to reimagine the archive as more than a physical repository.
Andbyqust i oni ng how the archiveds forms, struct.
meanings of the collection aiitd records, Derrida invites debates about whether any archival
document or procewlsi of M@praduwove sz adas omib@mh as it

be neutralt!

Laura A. Mi |l ards widely read textbook abo
Foucault, Athe door to postmodernism was open
Adirectly challenged the noti on tahdeoobjectivecor ds

sour ces of?Asereriy Gomkezptaing) these and other-tatentieth century theories
encourage archivists to recognize that #Aevide
and political constructs, each subject to mediation, interpretation, bias, and power

relat i o n'8mithe field of history, these theories challenge historians to consider the
tension between increasingly visible critique
construction. In the late 1980s, historian Arlette Farge summed up manyeéthesying
critiques and tensions. According to Farge, h
endures, while also separating thenmsehiewes Afr

that we can only extract facts frond ias well aghe idea of the archive as conclusive proof,

161 Jacques Derridarchive Fever: AFreudian ImpressioiChicago: University of Chicago
Press, 19961 7.

1621 aura Millar, Archives: Principles and Practicéblew York NeatSchuman, 201783
183Cook,i Evi d éd%c e, O
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which presumes that we can pin down'®ghesee and
evolving understandings of the archive, its images, and the knowledge they might afford led to a
variety of nAarchival twurnso in fields beyond
studies, and other disciplines traditionally associaték arichival practices. As Marlene Manoff
summari zes, the twentieth centuryods final dec
concept of the archive outsi d¥Thisfisnghe | i brary
interdisciplinary interest in the archive was both inspired and complicated by warnings that

concepts like evidence and knowledge are constructed and open to critique.

In the realm of film studies, this growing l&tewe nt i et h century i ntere

limits and possibilities also challenged traditional methods for analyzing films and writing their
history. In the postwar period, when the discipline of film stadvas initially established within

the humanities, the field was largely focused on studying theatrical films. By tHI&e and

into the 1980s, emerging interest in the archive inspired many film historians to direct their
attention beyond the scredn study diverse archival materials, and to situate various modes of

film production, exhibition, and reception within broader historical contexts. The 1978

International Federation of Film Archives conference in Brighton, England is cited as a key
momen in fil-matstedi aedbssorical turnodo away from
narrative film and toward archival research beyond the screen. At this conference, film scholars
demonstrated various archival research strategies that complicatedngnadrigtorical claims

about the finewnesso of di-Ghiistoghér Horak explains,lthe gi e s .

conferenceds Pmephodsadl seseaugiht t o counter

164 Arlette FargeThe Allure of the ArchivedNew Haven: Yale University Press, 201822
Marl ene Manoff, fATheories of tlLibrariefanctiei ve fr o
Academyt, no. 1 (2004)9.
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assumptions about early cineM&Scholars categorize many research methods that followed as
Anew cinema histories. o These approaches typi
study of unconventional sources, and an objection to dominant historical narratives. As Richard
Maltby summari zes, new cinema histories expose 0
Aci nemads operationdmaaedi ahstthati pnah hagtab
tot al hi story of c¢i ne m@4 Inhewcinethe listokes, the drobives t u dy
frequently replaces the film as the primary s
archival research about the earliest days of film history became a practical path toward
contextualizing cinematic practicestinn a broader history of modernity, situating moviegoing
within specific | ocal contexts, and chall engi
aesthetic, or technological origins.

In this sense, film studies was ironically turning toward archival research just as other
disciplines, including history, were reckoning with critiques of the archive. For this reason, some
schol ars have crit i cdertueyarchiahtien fdr aveiding éegainl at e t we
guestions posed by pestructuralist and postmodern critiques of empiricism. For example,

Al ison Butler warns that many film historical
which these new cinema histories arasteucted-°® According to this view, although recent
archival practices have challenged a limiting focus on studying theatrical films, these methods

often fail to recognize that no film history can be treated as universal or neutral. Katherine Groo

%6jJanChr i st opher Hor ak , UCaALibrardy: FiBr&iTedvisiom Archiv® 7 8 , 0
June 8, 201&ttps://www.cinema.ucla.edu/blogs/archigplaces/2018/06/08/fiddrighton1978

187 RichardMaltby,iNe w Ci n e ma Biplsrations in Mesv,Cillemia History:

Approaches and Case Studied.RichardMaltby, Daniel Biltereystand Philippe Meers

(Malden Wiley-Blackwell, 2013, 9.

88A1 i son Butler, f@ANew Fil m HiSereeod8,ine4(1992):d t he P
425,
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also criticizes posBrighton archival research methods. For Groo, trends in new cinema history

pushed the field toward a Arecuperative histo

archiveds i mper f%yYcetti ofnisl ma nsct uadbi seesnoc easr.c hi val t u

shaped by Foucault, Derrida, and others that challenged empiricism, totality, and objectivity in

relation to the archive and historiography al

tekol ogi cal progress inspired many Anewo fil m

was a Aprimitive, o0 underdevel oped form on an

modes of cinematic artistry. As Thomas Elsaeegsplains t he f i el dés diver se

met hods revealed that cinema coulfd never fdAadd
In this period, many film historians also began evaluating formerly overlooked moving

images, including home movies, educational films, and othethematrical visual sources. By

analyzing neglected archival moving images and their unconventional séelsilotion, media

scholars and historians further challenged the primacy of the theatrical narrative film in histories

of cinema. Patricia R. Zimmermann argues that this turn toward a study of home movies as

historical documents in film studies and beyal 1 built upon many social history trends that are

often summari zed a’$As@immesnamnrexplaifsysimaa thé ¥60s, these

kinds of social history trends have evolved and expanded into diverse interdisciplinary methods

that aim Ato represent a wider and more diver

169 KatherineGroo,Bad Film Histories: Ethnography and the Early Arch{dinneapolis:
University of Minnesota Press, 20122

"Thomas EIl saesser, fAThe New Fdnénms:Bbursatobry as M
Film Studiesl4, no. 23 (2004):85.
patricia R. Zimmermann, fAlntroduction: The H

Mi n i n gvdningotheiHome Movie: Excavations in Histories and Memoeds KarerL.
Ishizuka and Patricia R. Zimmerma(Berkeley: University of California Press, 2008), 3.
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fiever y d3lymanychses, tbese histdfrgm-below trends specifically aimed to
highlight the lives of people that had been marginalized by both their contemporaries and the
historical accounts that followeBYy the 1980s, these earlier trends informed emerging studies of
home movies that were driuMdarurbayy an sitmotreyr eosft eix
everyday lives of those absent from theatrical narrative fildidistorians in the field of film
studies and beyond began to recognize that home movies offer ¢rathait fragmentary and
mediated traces of people, places, and events that institutional archives, Hollywood, and film
historians have traditionally mgpred or misrepresentéd/h i | e f i Il m st udi esd hi s
generally undermined assumptions about fil mbés
study of home movies specifically disturbed assumptions about what constitutes a film, a film
archive, and the subject(s)fofi | m hi st ory in the first place.
historical turn toward a variety of archival materials, including-th@atrical moving images,
must also be understood in response to broader challenges to thefstaglisnage and
evidence. Many latewentieth century archival turns and critiques of empiricism coincided with
the contentious debates about the Holocaustds
that | outl ined i ninshor fdm spudies fureed tavéag fromn the screed u c t 1 o
and toward the archive as philosophers, documentarians, historians, artists, and others were
raising alarming questions about whether archival images can really repres&ven tell us
any truthsatdlliabout the Hol ocaustdés horrors.

Beyond film and media studies, in response to these concerns about the (un)knowability

of the Holocaust, many scholars researching the Second World War also turnedpa\atee

277 mmer mann, Alntroducti on,
“Mal t by, f@ANew Cinema Histor
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visual sources. Family photo albums and home movies promised to provide very different

subjects and perspectives than the kinds of Hologalsted images studied by earlier

generations, including atrocity photographs. This turn toward-pricate source did not

resolve ongoing debates about the Hol ocaust ds
visual evidence. Yet family photo albums and home movies introduced alternative kinds of

sources that were studied, appropriated, and shared to snppanistorical claims about

everyday life in the years immediately before and during the war. As Bernd Hiuppauf explained

in the early 1990s, Athe search for traces of
the extermination program, interws with survivors, and the restoration of the remaining sites

of prewar Jewish | ifeo had begun to shape his
Holocaust™fl t i s within this context that private,
6di scover ed o™ rRonetample; in the 1990% the United States Holocaust

Memorial Museum duplicated 2,500 family photographs that had been held at the Auschwitz
Birkenau State Museum; historians and other scholars then began studying thgeévatee

images, translatintheir captions, and making truth claims about their subjétis.this period,

ot her i mage coll ections depicting families 1
also studied and circulated. For example, in 198ix years after the death of Jewish

photographer Henryk Rogsmany of his formerly hidden pkagraphs of daily life within the

G-d¥f Ghetto were made public. Hol ocaust insti

images of everyday life, including photographs of men and women in domestic spaces, young

174 Bernd HiippauffiEmptying the Gaze: Framing Violence through the Viewfifidew
GermanCritique 72 (1997): 5.

175 Huppauf,AEMptying the Gaze b.

176 Struk, Photographing the Holocaust97.
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children playing games, and certain Jewish adults employed as the ghettd pdliee.said,

Thomas Weber described the growing interest i

According to Weber, young onl ookers were fAarg

pictureso related to the HobIl ocaust than the p
Alongside this growing interest in the study of domestic photographs of daily Jewish life,

institutions and researchers turned to home movies. For example, the United States Holocaust

Memorial Museum began preserving and sharing many home movies donatatbhy

families. Beyond museums, scholars began studying home movies to produce new historical

claims about prewar life. For example, the recent discovery of a 1938 home movie led to a

twentyfirst century booKength study, which details life in NasikJ9?oland just before the Nazi

occupationt’ Others searching for new visual sources related to the Holocaust have even

studied the amateur footagee cor ded by Adol ph Hitl erbés mistre

Arthur Kannenberd®® Documentarians also began seeking new understandings of the Holocaust

by appropriating, studying, and circulating home movies. According to Zimmearman

filmmakers introduced new methods for engagin

exhumation of lost voices with artistic manipulation of lost images, interrogating the fracture

bet ween archival hi s Asiexplamneddbopegim tied 998s| Forgéesmo r vy .

""/Franzi skaT hReeidneingiessh, Fihot ogr apher Henryk RoOsSS:
Record of Our Martyrdord ¥ad Vashemntips://www.yadvashem.org/articles/generalthe
jewishrphotographehenrykross.html

Thomas Weber ,0inG| mGiettooAtburcPhoitographdy Henyk Ross

(London: Boot, 2004)12.

179 Glenn Kurtz,Three Minutes in Poland: Discovering a Lost World in a 1938 Family Film

(New York: Farrar, Straus and Giroux, 2014

180 Frances GuerirThrough Amateur Eyes: Film afthotography in Nazi Germany

(Minneapolis: University of Minnesota Press, 2))11BD7-198.

181Zi mmer mann, ,M0ntroducti on
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introduced many methods for studying and appropriating home movies in hisnaelh

documentaries about Jewish familiesd prewar e
To reiterate: various archivalturng ncl udi ng fi Il m studiesd6 shi

film and toward historical researthwere informed by latéwentieth century warnings about

archi val exclusion and critiygftn@amemavies empi ri ci s

specifically challenged the primacy of theatrical films within their field. Outside of film studies,

processes of preserving and engaging with images from family archives further unsettled

traditional historiographic and archival practiceich had long overlooked the stories of

common familiesd everyday experiences. For th

movies was to reject an exclusive focus on the atrocity photograph, which had been central to the

er adés de bamagesandhistorigal knawledge. Analyzing and circulating home movies

as Holocaustelated evidence also marked a shift away from chronicling wartime suffering and

toward narrativizing underexplored aspects of prewar JewishPlifmodern and post

strct uralist critigqgues of the archive, empirici

upended assumptions that any archival i mages

experiences will ever be fully objective or complete. Yet these turnsddmanerly neglected

sources, including home movies, demonstrated that studying, looking at, and sharing once

private images can modify our present understandings of film, the archive, and the Holocaust.

Home Movies Outsider Interpretations, and The Future is Behind Yoy2004)

Scholars have understandably focused on ho
separates these historical sources from atrocity photographs in many ways, challenged prior
understandings of the Holocaust. Yet it is also necessary to consider how thepevatee

i magesod unique for mal el ements influence pres
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historical evidence. For example, home movies carry visible signs of amateur production,
including shaky handheld movements, unbalanced compositions, soft focus, and abrupt in
camera editing. These formal traitelong with the silence, scratches, anjit frame rates
associated with their outmoded technolojiesa k e home movi es6 traces of
especially intimate and authentic today. This sense of intimacy and authenticity is heightened by
a recognition that the images were not intenddukteeen by public audiences. As Baron
explains, in home movies, Athe recordings6 su
other words, that the subjects wil®Inmestain co
cases, to look at appropriated home movies in public histories of the Holocaust is to view
representations of private life without the consent of family members, including those that were
killed duringthewarHo me movi es 6 amateurish formal trait:
the vieweroés i mpression that pictured family
their images will later beiewed by outsiders, tend to produce a distinct version of what Baron
call s t he #/3AccortingvodBarenfah entoaker éxperiences the archive effect
when encountering images that they believe fAc
f u n c t¥Inathe cobitext of looking at home movies as Holocaelstted evidence, our
recognition that the images served a private function contributes to the feeling that home movies
depict life as it was actually lived immediately before and during the war.

Onl ookers presently know that i1 ndividuals
movies would soon experience the horrors of the Holocaust. In turn, the archive effect produced

by encounters with these home movies is often shaped by a mournful recaotpaitithe prewar

182 Baron,Reuse26.
183Baron, The Archive Effecf.
184 Baron, The Archive Effectl].
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family life represented in their images was violently stolen by perpetrators. Based on this blend
of perceived intimacy, authenticity, and loss, outsiders tend to interpret 1930s home movies as
inti mate, direct access twhichihese familles didanohyet i e s 6 p
know would be destroyed by genocidal violence. This kind of outsider interpretation is typified
by Michael S. RBo®h§Beldaelsiron: A Bamily Chranicl@997),
which appropriates the 1930s home mewéthe Peereboom family from the Netherlands.
According to Roth, Forgacs
revels in the joy of his subjects. Home movies are a medium of joy, and he wants us to
feel that with his subjects. The movie camera comes out for the vacation, for the new
baby, or for the first snow of the winter as if the ephemerality of those moments
commanded us to record and capture them. Or is it that the sight of the camera triggers a

certaingled a uni versal commandment to smile and
The Peerebooms seem incredibippy full of a life forcel®®

As in many responses to Forg8csdé archival doc
movies as depictions of a shattered prewar joy, which present viewers are encouraged to mourn
based on their knowledge of the Holocaust. In the casaeMaelstrom: A Family Chroniglé
do not disagree that the Pe eomelmednatethomantsiofl y 6s h
prewar happiness. Yet | am interested in confrontingitttkerlyingstructures of seemingly
joyful home movies, as well as the gaps betweegnow ut si der i nterpretatiorl
original private functions.

Like all archives and their sources more broadly, home movies do not provide direct
access to a subjectbés actual experiences. Fam
conventions, exclusions, and ideological underpinning<rstal MurHye Baik summarizes,

~

Athe home film is not a raw or objective sour

Mi chael S. RotTheMael€onod @iamgm&ds mAl chemi st: Th
PeterForgacs ed. Bill NicholsandMichael RenoyMinneapolis: University of Minnesota
Press, 2011), 79.
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factors, including the fil mmakeroés subjective
directives that % Whilebomemaies depictesubjectsssettingseandd
events that are absent from many other kinds of Holocelsged sources, home movies are
selective and performative. Home movies are t
produce a controlletepresentation of an ideal family life. In the specific case of home movies
recorded by European Jewish families immediately before and during the war, family members
often tried to produce a vision of normalcy as hate, violence, and war loomed just thesid
frame. That said, a familyds attempts to prod
undermined by the recordings6é contingencies a
productions and their tensions between performance and candidness witéo poexpected
meanings and circumstances that are not explicitly pictured. The home movie camera operator
(usually the familyds patriarch) cannot fully
those images will be put to use in the future sThishpull between control and contingency is
especially apparent in cases when the mediated vision of a stable family is at odds with the
increasingly unstable social and political conditions of impendingAsar mentioned above,
the preservation andugly of home movies has meaningfully reshaped the study of the
Holocaust. Yet there is still much to learn about the consequences of looking at these patrtial,
mediated, and unstable imagesahich seem to provide intimate, direct, and authentic contact
with happy lived as public evidence.

To exploreTFIBY as a site for theorizing and practicing virtual looking, | begin by

analyzing how Childés archival documentary re

186 CrystalMun-hyeBai k, f6The Ri gMemorigsitorLight amd theFHameiMowe:
as Raci al i z e dBer@ering Race ikntegecgnNanthdatrical Film ed. Allyson
Nadia Field and Marsha Gordon (Durham: Duke University Press, 2019), 367.
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authenticity. TFIBY does not present its appropriated home movies as unmediated access to a
harmonious prewar family life that would soon be destroyed by the Holocaust. Instead, this

archival documentargomplicates h e h o me molevel eostént ta raconkidecvehat the

images might have meant to the actual family members that lived through this tumultuous

period. At times, thigntervention involvegxplicitly questioning the links between images,

looking, performance, and knowledge. For examplBY interrupts the flow of appropriated

home movies by superimposing digital text that raises reflexive questions about the nature of

home movies, memory, and histdsee figurel2). This digital text poses the following
guestions: AWhat i s omitted?0 ACan one only b
AAre memories only r el i abITEIBYaboaunderinihes the hemeer v e a
moviesd6 continuity vi a-frames sldwimetiorgichage-sealimyg, st r at e
and more. This intrusive editing involves tac
Al nt er itohrgetraitoFArancoisBover i denti fies among At he mai
f i | i &xparimental filmmakers such as Child (dratgacspften deploy these kinds of

editing techniques to challenge conventional cinematic forms of coherence. In the specific case

of TFIBY, t hese editing strategies also counter tl
a stable family to interrogate wha®TFIBhi |l d des
invites onlookers to engage with this subtext

amateurish excesses, and contingencies might have been recognized and discussed by their

B'Fran-o0is Bovier, fStlsThisWhaiYelsWereBormARor@risa mr i at i o
This What You Were Born For? Strategies of Appropriation and Avidigzal Collage in the

Films of Abigail Child ed.Francois Bovief Geneva: MUti sPresses, 2011)
8Apbigail Child, f@AAbigail Child with Fran-ois
a OMaxi mal i s tI®Thif\IWHamnYouaVkere BqrroForl? Strategies of Appropriation

and AudiaVisual Collage in the Films of Abigail Chjléd.Francois Bovie(Geneva:

MUt i sPresses, 2011), 128.
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original audiences.

What is omitted?

¥

Figurel2 TFIBYS super i mposed digital text raises rcenfingemoiesve ques

Toillustrate: inTFIBY s opening scenes, home movie foo
positioned as an authentic glimpse into joyful family life just before the war. INFtEHRIYO s
di sruptive editing tactics emphasize these fa
movies. In the first appropriated shot, a smiling young girl, her older sister, and an adult male are
pictured in an outdoor setting. As in many home movies, dyfanemberi in this case, the
youngest sister stares directly into the lens; shethendancesfa he camer a. The yc
direct address implies a close proximity between viewer and subject, but this intimacy is quickly
interrupted when the documentary cuts to a few nearly illegible frames and then returns to the
original shot. This jarring baeandforth editing continues as the sisters walk toward the camera.

These editing techniques of interruption and repetition illustrate what A.L. Rees identifies as
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experimental cinemads frequent ®findespomsetothe mi st
postmodern and pastructuralist critiques of the archive and history that | described above,
these editing choices can also be understood
structures of continuity, causality, and teleolo§pecifically, TFIBY6 s di sr upti ve mont
with many of the methods that Robert Rosenstone identifies as traits of postmodern histories.
According to Rosenstone, postmodern historiographic methods tend to

foreground their own construction; tell the past-seffexively and from a multiplicity of

viewpoints; forsake normal story development, or problematize the stories they recount;

utilize humor, parody, and absurdist as modes of presenting the pas;toeifiusist on a

coherent or single meaning of events; indulge in fragmentary or poetic knowledge; and
never forget that the present moment is the site of all past represetitation.

Many of these postmodern historiographic methods, includingesdtgiive attempts to
Aprobl emati zeo histories of the Holocaust by
the past, are on displayTmIBYO 6§ i r st moment s. | mmedi ately, the
storytelling, posits that historical knowledge and memory are fragmentary, and complicates the
public onlookerodés initial readings of the hom
past

YetTFIBYO s s u p er i-pagan saerationft iol dit f r om t he youngest
imagined viewpoini most provocatively problematizes out
movies as Holocauste | at ed evi dence. This daughter s i nyv
viewerso6 attention to the home moviesd contin
conforming the images to an enclosed, authoritative narrative. For example, @&l ¥ the

| was seven.

ot

narrator responds to her own images by recognizingdherp a g e :

189 A, L. ReesA History of Experimental Film and Video: From the Canonical Avaatde to
Contemporary British PracticBh.ondon: BFI Publishing, 1999), 6.
190 Robert Rosenstonelistory on Film/Film on Histor{New York: Routledge, 2@), 22.
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her ol der sister i s accompanied by this inter
are mostly descriptive (names and ages), but
l ooking at the i mages t hr otarigridiscounse. ASFlBi ng daugh
unfolds, viewers I|ikely further recognize tha
pointing to the kinds of memories and interactions that they would have otherwise neglected

without confronting the gap betweenvaie discourse and public document. For example, as the

sisters pick flowers in a field,FIBY rescales the home movie footage so that its images

constitute only a small square space in the upgiecorner of the frame. In the nemnbalanced
negative space surrounding the rescaled i mage
wewentat | nt o (seefigurefld abdve)BIRY slows the footage of the older sister

holding and smelling flowers before freezing on a moment when this did pate somber or

even worried. Text describes the narratoros s
taking springy steps that were characteristic (I realize only now) of the German Wandervogel

hiking movement, which must have had a lasting infleencon her from her yout
the hiking movement appead;IBY presents a slowezhot of the sisters walking down a hill.

In the distant background of this shot, the daughters are followed by adult men and women. This
scenebs composition foregrounds the sisterso
camer abs posshiottibosn caonndp otshiet i on, it seems that t
interested in producing a stable vision of happy children enjoying carefree sunny days. By
reevaluating this home movie scene via the da
outsidebs | ook is guided to the background of the
the narrator and her family through personal

This process of virtual looking opens space for speculating about how recordings of the
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simple act of hiking might have triggered private conversations or memories about the rapid off
screen social, political, and historical changes that the home movies were structured to omit.
Notably, the invented nar r appsitionédsas retmactvé.i ons t o
TFIBY s digital text states that this daughter ¢
tied to time spent in an interwperiod German youth group, which would be banned during the

years of fascist control in the 1988 As a public outsider, | am reminded that these home

movies were always experienced historically and never carried static meanings, even for those

we perceive as belonging to their original pr
discourse poits to the ways that archival images produce discrete meanings when viewed by

different people at various moments in time. Building on Walter Benjamin, Skoller summarizes
this Iink between diverse viewers, archival [
understood in these images is not merely based on what immgberimage but is part of a

dialectic that also includes what is known by the viewer and brought to the image, something

that is al ways i A%2Ifthecase oh193Ds Homeanogels, dheseimaggs. afso
produced different meanings for individual family members as they revisited their recordings

over time. If the home movies were projected and collectively viewed in th&9a6bs, the

i mages6 meanilnkelw shaped by individual fami |
political changes and instances of hate and institutionalized antisemitism that were expanding
off-scr een. I n the case of viewing a medthatr 6 s wa
these habits were learned in a group that had been recently replaced by The Hitler Youth and the

League of German Girls. For family members that survived the war, these kinds of memories

¥IMi ke Tyl desl ey, fiThe German Youth Movement a
Br i t Journmal,0fdContemporary Histod1, no. 1 (2006)26.
192 Skoller, Shadows, Specters, Shards.
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and personal wartime experiences likely shaped how they responded to the images as they
looked back on them during various stages of postwar life.

By drawing attention to these personal and evolving resporiges| looking echoes
Bai kés insistence that a home movie fAi s not a
recomposes layered memories as multiple audiences, situated in different times and cultural
locales, struggle to make meaning of competing nar@at® INoTFIBY,a young daught er
internal discourses invite present outsiders to consider how and why a minor detail in the
background ofashéts uc h as a f ami | y niemghtelicitcertaisfeelingse of w
and memories related to prewar life. Whiletthis u ght er 6s memori es are Vi
kinds of thoughts and experiences that initially evade outside onlookers encountering these once
private home movies in the twerfiyst century. Since these evoked feelings, memories, and
meanings are gté different than those typically associated with atrocity images, virtual looking
raises questions about what specific kinds of historical knowledge thesgotent, once
private images might provide to generations of onlookers increasingly removetig8as
home movie practices and the Hol ocaust. | mpor
children and hiking are no longer read as public evidence of prewar stability and happiness.
Instead, present onlookers might begin to speculate about hamvraanplace action, such as a
mot her 6s wal ki ng, |l i kely produced compl ex, s h
daughter privately viewed her home movies and reflected on her tumultuous -adraig

between the First and Second World Wars.

Microhistor y, Conjectural Knowledge, and Imagination

TFIBY similarly disrupts outsider interpretations of a home movie scene in which many

%BBaik, A6TheF&miglhy, K& n6 D.f
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smiling young girls walk alongside their classmates. In this scene, the girls playfully tip their

hats at the camera; a group of adults, which appears to include schoolteachers, follows closely
behind. TFIBY interrupts these calm images of schoolchildren and their teachers with frenetic

shots of a quickly spinning mergo-round. Children are riding the mergp-round, but the
camerabd6s close proximity makes it hidiAftef i cul t t
cutting backandforth between thet@otic carnival ride and the shots of students and teachers,

TFIBY destabilizes the latter through reversals and repetifidfiI8Y then heightens this sense

of instability bydoubling/mirroringthe imagé an effect that further unsettles a clear sense of

space and directiofsee figurel3). As mentioned above, these kinds of visible editing strategies

upset the flow of cinematic and historiographic contintifylBY then reframes this disrupted

and discontinuous footageethooudhstberdaughta
beli eves Bol shevism to be t h-privagerineaget & smiliegv i | . 0
children, teachers,andameggr ound are repositioned in relat
memories of her father discussing imterwarperiod political beliefs. The images are not

presented as intimate symbols of past happiness or stability; outsiders are invited to consider how

i mages of a dizzying carnival ride might elic
originalaude nc e s . Specifically, the I mages are refr
memories of her father attempting to make sense of the radical shifts introduced by #melleft

right-wing forms of government that emerged in the wake of World War I.
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Figurel3 TFIBY6 s vi si bl e edvitagvesewat egt esr e elaval tontentard h o me mo-
undermine a&onventionakense of spati@nd narrativeslarity.

Additional shots of a spinning amusement ride are thenented in relation tthe
daughterdés next i magined memory: @AOur teacher
they despise animals. 06 The daughterds virtual
recoll ections of her fabhhegés, reemphseat eoomh
interpretations of the home movies and their
experiences. Specifically, virtual looking invites viewtrshink critically about feelings of fear
and confusion experienced during political upheavals in the 1930s, even as family members rode
merry-go-rounds, went to school or work, and smiled for the home movie camera. By linking

these individual memoriesd experiences to broader political and historical cont@&iY

echoes many of the fil mmaking practices that
documentary. o According to Cuevas, these docu
thepast and to place the O6microd analysis in re
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making these documentaries histor t*%Bgcaugep hi cal |
microhistorical documentaries tend to focus on stories of common people living through
uncommon times, Cuevas argues thatthesefimsm c |l udi ng many of For g8cs
documentaries related to World Wai lfrequently appropriate home moviasd other amateur
produced materials from family archivE8 This interest in the experiences of common people
l inks microhistorical approaches t 0%Whilee #Ahi st
histories from below can take many forms, microhistory more specifically refers to a group of
historiographic methods that narrow their focus on individual people or communities in order to
upend or expand understandings of the broader historiotdxds in which they lived. As
Cuevas explains,
Herein lies the main challenge of microhistory: to propose an alternative pathway to
historical knowledge based on the microanalysis of personal and social relations. When
writing microhistory, these authors seek to ensure that their analysis will make a

significant contribution to our understanding of more general contexts of the society and
culture to which their case study belorgs.

The process of virtual looking echoes many of these goahsonbhistory, including a focus on
common family membersdé experiences and an att
understandings of broader historical contexts.

Since Carlo Ginzburgone of mi c r-knbwin practtiongr® famobséy/ s t
compared historians to detectives, microhistory has been associated with processes of
i c onj &%Becanse microhistories tend to focus on the kinds of people and events that were

not described in official records, historians are often forced to reach conclusions based on

194 CuevasFilming History From Below31.

195 CuevasFilming History From Below45.

196 CuevasFilming History From Below21.

197 CuevasFilming History From Below24.

198 Carlo GinzburgClues, Mytls, and the Historical Metho(Baltimore: Johns Hopkins
University Press, 1989]05-106.
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especially fragmentary evidence or limited clues. Both microhistory and virtual looking offer
tools for studying partial, mediated sources
past’®® And each method shares an interest in contributing to present understandings of macro
historical contexts by carefully studying common people and their experiences. My analyses of
virtual looking andTFIBY are heavily inspired by the ideas of microhistorians such as Ginzburg,

as wel |l as Cuevasbd6 scholarship about the micr
diverges from many conventional microhistorical methods. Most importantly, virtual looking

bre&ks from microhistory by moving toward a more explicit engagement with imagination in

order to address the recent loss of those that lived through the Holocaust. Many of the most

famous microhistorical accouritd nc | u d i n g Th&CheesebandatyVormsand Natalie

Z e mo n Dhe Retusndf Martin Guerri produce conjectural knowledge about people that

lived centuries before the advent of fiff.While aspects of virtual looking might also be

relevant to engaging with sources produced thousands of years ago, the overt embrace of
imagination | am describing here is an historically specific response to an early-firsnty

century moment. To reitate, this historical moment is defined here as a situation in which once
private images are increasingly accessible as public evidence while present orilaogleding
documentarians and historiainare among the first generations with Ittteno acess to any

living family members pictured in 1930s home movies. In response, virtual loakingks

present onlookers6 increasingly common encoun

imaginesnomabsent family member sd wdtEn&weknosvab®yt and

199 Ginzburg,Clues, 125,

200 CarloGinzburg,The Cheese and the Worms: The Cosmos of a Sixt@entary Miller
(Baltimore: Johns Hopkins University Press, 1980atalie ZemorDavis, TheReturn of Martin
Guerre(Cambridge: Harvard University Press, 1283
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the broader context in which home moviesd sub
For exampleTFIBY appropriates home movie footage of girls performing at an outdoor

event. This outdoor performance involves classmates lifting and lowering their arms in unison.

As in many home movies, the camera is positioned at an obstructed angle and the images are

undeexposed; the girls frequently move through shadowed portions of the frame. Rather than

exploiting these familiar amateurish product.i

the girlsoé perf or man caejarimgly fragmentediby madtiplée jomp of t h

cuts. The youngest daughterdéds i magined interi
in relation to a specific experience: AAt sch
virtual memoryofan ol der sisterds defiance complicates
seemingly happy childhood performance. Now, t

rehearsed lifting of hands into the air, invite further thinking about the broader histontaxt

of 1930s antisemitisr(see figurel4). By narrowly focusing on the daily situations in which

young Jewish girls were forced to make adult decisions in the face of racist authorities, present
knowledge about the context of life before the war is expandd®IBY,E| | i e6és ref usal
perform a fascist gesture at school is imagined. Yet this imaginative process invites complex
thinking about how actual family members rebelled and faced punishment in their daily lives as

antisemitism became institatn al i zed i n 1930s Ger many, incl udi
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At scht
She is sent home.

Figure14: Via virtual looking, familiar bodly movement$ such adifting hands in the aii can be reevaluated as
evidence related t o -af-ageiothenshadaveimstitigitnaligedantisetnisismc o mi n g

As home movie footage of the childhood performance continues, the girls swing tree
branches above their heads in choreographed motions. Freeze frames, digitally adjusted speeds,
and repetitions disrupt these seemingly joyous images. Rather than preentinghe movies
as illustrations of a happy performance befor
very brief moments when the girls are dancing in a circle with their branches held especially
high. Over this dizzying footage of girls frantigaspinning in circles, the seemingly pleasant
performance takes on an unsettling new tone. As the girls rapidly spin, the narrator recalls:
APalm Sunday: Windows of homes are smashed an
this narration feelselss personal tharFIBY6 ether imagined responses to the home movie
images. Such a cold description of events seems more in line with conventional historical
descriptions of the Holocaust than the imagined personal memories | am linking to the process of

virtual looking. However, as the older sister and her classmates continue to move their bodies in
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uni son, the images are again reframed by the
|l ittle other than processions, marches, and p
girl sé synchronized mot i ormgsintrdakoatoaloroadet t er nat i
context of intetwar period militarismTFIBY highlights this connection by cutting to the home
movies6 footage of a parade, including soldie
historical event§t he gimmelrstdi nseunper f or mance andarenbte f ami
directly connected i n t heTHBYO sgseqentingbuggestss movi e
that a family member6s encounters with privat
produce memories of specific historical events, including parades and other encounters with
increasingly prominent public displays of malitstic power in prewar Germaigee figure 15

17).TFIBYd s | i n k s-scheentrepresenmtatiansof performed joy anesoféen militarism

and violence encourage present onlookers to revise their initial responses to thevatee

home movies as public evidence. Midewel experiences of a young girl amécrolevel

hi storical events intertwine -lewlsignagfhappyhat com
interactions between schoolchildren. First, the choreographed raising of hands produces an

imagined memory of fascist salutes, racist teachers,anda t er 6 s r EIB¥dirdcltyon. Th
connects images of raised branches during an otherwise cheerful performance to a speculative
memory about the actual 1934 violence on Palm Sunday in the city of Gunzenhausen. Imagining
these individual memories and connecting them to specifiarioss of oHfscreen violence

widens twentyfirst century understandings of the context in which Jewish families lived in

1930s Europe.
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Palm Sunday: Windows of homes are smashed

and Jews dragged through the streets.

Figurel5: TFIBY offers some factual descriptions of specific historical events that are not pictured in the home
movies.

sions, marches
and parades:

Figurel6: TFIBY6 s i nteri or discourse encourages onl opiter s to r
recording of young girls performing a choreographed dance.
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Figurel7: Via montageoff-screen historical events, a childhood performance, an interior discourse, and images of
a parade point toverlapping memories of militarism and comiofyage.

WhenTFIBY presents additional footage of the outdoor performance, public onlookers
are again encouraged to reevaluate the home m
about her ol der si s {TEBYfreedegd shot jest ab @l dut tavo girleexit f r i e
the frame. Following this unbalanced frozen image of two friehBEY presents a shot of the
t wo sisters walking toward the familyods home
bouquet of flowers. As this older girl pushes her yousgser away, the images of smiling and
flowers are reframed by the i makBYthengreserdsr r at or
additional images of the older sister with her peers, including a slowed, repeated, and reversed
shot of the older sister kissing two frien@ee figurel8). As described above, iIlFIBYd s ear | i er
scenes, viewers were invitedreevaluate these playful images of a big sister and her new
friends in relation to ofscreen historical events, including the violence on Palnd&uim 1934.
Then, TFIBY encouraged onlookers to reinterpret this footage of a seemingly happy outdoor

performance through the imagined memaories of militaristic displays that children in Germany
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witnessed in the years immediately before the Nazis invaded Poland. Now, present onlookers are
also encouraged to ponder the experiences of jealousy and other emotions tied to a young Jewish
gi r | 6 sof-age imthis gpecific historical contely emphasizing this contradiction

between surfackevel playfulness, memories of violence and militarism, and private feelings of
jealousy,TFIBYc o mp | i cat es the home moviesd perceived
kinds of interconnected, messy emotidmatta family member might encounter when viewing

their own home movies. These processes of virtual looking suggest that home movies offer
insights into the kinds of personal emotions and experiences that we typically fail to see when
looking at onceprivate images as public evidence. In turn, this process of virtual looking
demonstrates that the miesgale study of home movies through imagined individual discourses

can broaden our understandings of maswale historical events and contexts, but it depends

how we choose to look.

Figurel8 In TFIBYd s | muntgriorrdiscdurses, a personal history of jealousy aneé thedbrdagler context of
hate and violence areextricably linked.
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Once-Private Gestures and Emotions

Imagining interior discourses leads to a focus on the kinds of emationkiding
jealousy, anger, shame, and frustratidhat original family members likely recognized and/or
felt when watching their own home movies of the 1930s. In historical neasabout the
Holocaust, these kinds of everyday emotions are typically overshadowed by descriptions of
suffering and deat h. T ooverlooded enotionseamdtexperiances,o f a m
TFIBY6 s e tecontextuaizehome movie images and guides present viewers toward
seemingly minor elements within the frame. SpecificallylBY isolates and reframes family
member sé6 small gestures and bodily movements.
known experiment al d o ¢ u me Ddughteri Re&egl98Q and Bu as Mi c h
Fr i e dThe Teeb Dhat Bin(lLl984) andSink or Swin{1990). In these films, Citron and
Friedrich appropriate their own home movies and draw attention to unexpected gestures,
emotions, aneéxperiences. Although these filmmakers engage with home movies recorded later
than those | am describing in this chapter (Citron and Friedrich were born in the 1940s and
1950s, respectively), their documentaries model similar editing tactics. For exBaptgter
Riter epeats and sl ows Citrondéds own home movi es
[ Citron] knew | ay j ust 2°hreomesaend) by sltwing lome nfodec e ap
footage of her motDOaghter Ritedyrlaiwisg aGitternon dosn htaoi rii,a n
intrusive and °FloSitkersSwiimRriedrich sinsilarlycongplicaieser own
home movies by isolating specific gestures and suggesting the upsetting memories of shame,

vulnerability, and frustration lingering behind these moments. For exa8iplepr Swinslows

201 Michelle Citron,Home Movies and Other Necessary Ficti@Ménneapolis: University of
Minnesota Press, 1999)6.
202 Citron, Home Moviegsl8.
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and freezes a shot of a young Friedrich playfully thrown into the air by her father. As Steve F.
Anderson explains, although this is a familiar home movie scene, isolating and slowing this
action points to At he?Badussdink br Swirpeflezively engagies o f  t
with the links between home movies, memories, and trauimeluding trauma tied to this
fatherds over bearitnhge ahnodmev i nod veinets éb ephlaavyi fourl bod
reframed for outsiders. As Baron arguegslk or SwimmBuse of sl ow moti on, f1
repetition, and voiceover narration in combination with these images serves to undermine the
idealistic and nostalgic qualities of the i ma
dynanfcs. 0

In The Ties That Bind-riedrich more specifically engages with home movies as
Holocaustrelated evidence. In this documentary, Friedrich attempts to better understand her
nonJ ewi sh mot herés experiences in Germany i mme
example,The Ties That Bindisrupts a happy postwar home movie scene depicting a smiling
young couple, presumably Friedrichos-privatet her a
home movies, Friedrichos joboworkirgras asecretarpaforthe t h a't

American military government during the postwar occupation. The home movies are then

interrug ed by scratched text, which presents Frie
Dad?0 lorwewgi dehe mot her answers: fAThatés right
sistersome support with food and, you know, they
Oh, my God. |l tés unbelievabl e. You CG¢adeabt i ma

t he f i rThe Tied That Bihtheisolates a moment in the home movies as the young

203 Steve F. AndersoiT,echnologies dflistory: Visual Media and the Eccentricity of the Past
(Hanover Dartmouth College Press, 20125,
204 Baron,Reuse28
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woman i s holding and petting a cat. As this s
directs her stare toward the | ens, Friedrich
mot her describes her reactigomodofioolhedomamertr ¢
AWe | iterally <c¢cried ov-+evelcontent@reséntsa happy yjoengmo v i e s
couple on a summer day. Yet the isolation of this small gestaitgand petting a catis linked

to a family memb efpostwarhpngecand teacs. Inilee mantexiied Fies

ThatBinds broader essayistic narrative, these me
attempts to understand, convey, and occasiona
and the war.

These influential films by Citron and Frie
gestures within the frame, edfc r een experi ences, and family me

their home moviesTFIBY imaginatively transposes many of these approaches to processes of

| ooking at str anger srélated eviencenviasimilreditmgstratediéso c a u s
and through the addition of virtual interior discours@$-IBY invites spectators to contend with

the intersections between home moviestuges, and the emotions felt by family members in the

1930s. For examplg,FIBY reevaluates home movie footage of bodies in motion on a family ski
trip. I n this footage, the narratorés mother
The next shot presents the younger daughter slowly drifting on her skis; she smilesrwith

hands held high in the gisee figurel9). Everyone has fun in the snow; no one, including the
narrator6és mother, seems to havaethannterapted i n t h
by the daughter 6s | amaFBYawetds ithd esh otrs dofsctolue s\ec«
body swiftly skiingand tumbling orthe hil (see figure20). The narrator recalls an event in

1935: AThat wint elrew Smi gthetl Ibse Mambaa rar ahsaslifng t o
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TFIBYex pl ai ned that the narratordés grandmot her

narratoros description is followed by additio
playfully poking her ski poles at the home movie camera. Theyoungesa ught er 6 s 1 mag
response then continues: fAHe begs [ Mama], wit

caf®. 0 The frenetic shot of sWpitheoldersisernowh en i n
lies on the snow after an apparenttlind. T h e h o me -lemebcontert présenssar f a c e
moment of mild embarrassment and even humor.
editingbébs emphasis on her sisterdés gentl e f al
racist cé owner claiming that her mother was an embarrassment to his customers, the home

movies6 playful tumble also triggers virtual

when confronting racism during everyday routines, including buying coffee.

Figurel9: TFIBY presents many familiar home movie scenes of smiling family members, includintatigkter
skiing down a hill.
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‘That winter, S.tells Mama a‘half-Jew
might be embarrassing to his clientele.

Figure20: TFIBY models a process of reframing thio me movi e scene of skiing via a
discourse.

In interviews, Child describes her interest in reevaluating minor gestures in home movies.
Specifically, Child expresses her curiosity a
father just say: | etods take dsogdlze;towdyoupuoon mi gh
your smile. And | am interested in what is behinelghmi 4%¢n.TRIBY, Child repeatedly
draws attent i anoments diréctlyineforeramd\afieepspseéd smiles. For example,
as the older sister poses for the cameFRBY isolates a moment when she briefly pauses her
smiling and expresses frustration toward the camera operator. Superimposed text then describes
the narratoros imagined reactions t(seefigpueer si st
21) The narrator explains: Al am filled with w
measure. o0 The younger sister hforeedsmidetseeer s t he

figure22) Thi s daughter recal |l s: TrIBYtemingarsomthened t h

25Chil d, fAAbigail Chil28d with Fran-o0ois Bovier, o0
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younger sisterds repeat ed, Thioughthegucessofwirtualn d s mi
looking, outsiders can complicate their initial readings of these smiles as symbols of prewar
happi ness. Present outsiders can recognize th
members often identified the shammelaanger experienced by Jewish girls and women who were

expected to perform happiness for their family and others, as the world beyond the frame told

them that they did not belong.

Figure21: TFIBYl i nger s on posed smiles and encourages an exami
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e ek
M s

ldmed that | do not belong:

Figure 22: INTFIBY, viewers are invited to reconsider what these smiles might have meant to the original family
members that performed and watched them.

By reevaluating specific gestures, including smiles, present onlookers can also consider
home moviesd original roles in producing stag
example TFIBY presents a familiar home movie scene: the wedding celebration. First, a shot of
the two sisters smiling for the camera is ref
cards are introduced i n August . oOredsheposeeard s ho

smiles with his daughters. While thesriles seem to offer intimate signs of an ordinary family

celebrating togethef,FIBYagai n recontextualizes the 1 mages
di scourse: AFather does not want to face real
home moviesd original audiences oftenoidentif

shield the family froni or even deny instabilities beyond the frame. At the same time, this
imagined response implies that a young daughter might have been édistather than

reassuredby her familydéds attempts to carry on an :
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obvious dangers growing around them. This pro
confronts home moviesd contradictions between
home movies to construct a view of family stability, but min@tgees beyond their control

suggest anger and frustratibmather than unity and pleasurdor children comingpf-age in the

1930s.

Next, TFIBYdr aws attention to this frustrated yo
The young daughterdés i magined interior discou
face value. 0 This scened6s reminder srodudeat s mi l
frustration for their original audiences, and do not need to be taken at face value encourage
onlookers to reimagine their uses of ofpevate gestures as public eviden€EIBY then
presents a series of slowed shots that depict therfaibsing his daughters at the wedding
celebration. The sl owed pace draws attention
her visible discomfort during a kiss as it is performed for the camera. The youngest daughter
then attempts to moveapt her discomfort and again playfully poses with her father. These poses
are reframed by her imagined internal respons
i ncr eas i n gFIBYthanrepeaats gadous sbots of posing until the older sésseren
addressing the camera in what appear$ to be h
Aincreasingry asabheperampod®sed ov akIBYfuther ol der si s
chall enges vi ewer s 0 -privatetimageb by rescalidg them and cuttingtoh e s e
extreme clos@l p s , including a composition that isol a
and recontextualizing these smiles in relationtoami | y member 6 s THRIBMagi ned
suggests that a cdptwvelysimpeogesturedligely tedte compuleg,

contradictory memories and meanings for their original audiences. Public spectators can imagine
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how theseonepr i vat e recordings of Kkisses, smiles, a
feelings of discomfort and a reflection on her own abstracted identity.
In the 1930s, family members (re)shaped their identities through the collective acts of
recording, projecting, and discussing their home movies. By speculating about those layered
historical processes, present onlookers can unsettle their initial reaflimgsmie movies as
evidence of alreadformed identities. In other words, rather than approaching 1930s home
movies as representations of a legible and fixeeHmecaust Jewish identity, virtual looking
offers practical steps for engaging with home mogsites through which identity was

developed over timéd:or exampleearly inTFIBY, superimposed text states a series of names:

APapa, 06 AMama, 060 AAunt Sally, o0 AUncle Leo, 0 et
introduction to the documentaryds invented na
introduction is abruptly interupt ed by the narratordéds interior

ourselves as Jewi sh. 0 Wh e-facing bladokaushetptedaevidetch, e s e i
it is tempting to read the images as intimate access to the Jewish lives and identitieslthat w

soon be targeted by perpetrators of genocidal violencel M&Y reminds outsiders that a
daughterdés understanding of her Jewish ident.i
images her family recorded at the time. Via virtual looking, present onlookers can speculate
about how this famidfl yhaewre mbwen 6fsa mielryc@®@ptd ewmi s h i
she returned to the images at various stages of life, including in the wake of personal encounters

with antisemitic hate and violencehis insistence on the instabilities and contradictions of

me mori es, home movi es, and history recall s St
cinema. As Hall suggests,

Perhaps instead of thinking of identity as an already accomplished fact, which the new
cul tur al practices then represent, we shou
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which is never complete, always in process, and always constituted within, not outside,
representatio®®

Original family members recogni ze f mahlike he i d
the potential evidentiary values of these epdgate images more broadlyremain unsettled.

Present outsiders might push against the uses of home mowieseaslustrations of prevar

Jewish |ife and instead seek ways to foregrou

production of identity.

Conclusion to Virtual Looking

So far, | have explored virtual looking in relation to a relatively obscure archival
documentary. As | explained above, | chose this archival documentary because it makes visible
and analyzable many concerns raised by the use ofpivage images as publHolocaust
related evidence. | then argued th&ilBYd s bl end of actual home movi
discourses offers a productive model for responding to these concerns. HoVi#Bafis
understood here as only a starting point; the next step is tocgrtétoti process of virtual looking
in twentyfirst century settings beyond the cinemi&lBY6 s act s of i nterventio
can be adapted to many other public settings where home movies are now preserved, studied,
and circulated. To demonstrate, | will transpose this process of virtual looking to my encounters
with a specific collectiof home movies that is currently accessible on the United States
Hol ocaust Memor i &%In20@0;sLeuis cedGrootwienhted these home movies
to the museum. The images were recorded by his father, Meijer, in Holland in the40830s

After the home movies were donated, they were

265t yuart Hall, @ACul t urSelectedWrkings on Race aachDifferéhtea s por a
ed. Paul Gilroy and Ruth Wilson Gilmore (Durham: Duke University Press, 2021), 257.

27f Loui s de Gr dnidd StatesHbloeaust MemorialMuselancessed April 14,

2024 ,https://collections.ushmm.org/search/catalog/irn37168
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site. Before modeling the process of virtual looking at these de Groot family home movies, | will
describe how the museum frames these -pmsgate images as public evidence. The goal is to
understand how my initial interpretations of the home moviesaeeged by t he museur
presentation of the archival materials for outsiders today. Then, | will prabiadienging and
reframingt hese i nitial outsider interpretations by
interior discourses.

To introduce these digitized home movies to twdirst century onlookers that do not
belong to the de Groot family, the museum produced a brief online video. MudiFIR¥, the
museumébés introductory video superimposes digi
aboutafamilj and t o raise questions about home movi
textincludesthé ol | owi ng question: AWhat can a familyi

l ost during?4Blkd odlel anaswetr?d®g this provocative

of fers some context. The museum explains that
was warned of an upcoming roundup of Jewso in
movief oot age of smiling children in a field, suf
and went into hiding.o0 The museum thHémomumnasmdes

mother Sophia and his sister Rachele f or e e x p | ai n ienogncet, degpdrtedttoh ey A w
Auschwit z, and murdered. o A stildl i mage is th
states: AOnly his son, Loui s, survived by hid
home movie scenes of children swimming adéhg bicycles, the museum explains that Louis

donated the footage and fAprovided details abo

2 The Home Movies: Art i flUnitetdStated HoioeaoskMethorisdi de o S
Museumaccessed April 14, 2024itps://www.ushmm.org/collections/#meuseums
collections/artifactainpacked/thdnomemovies
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introductory video responds to its prior qgues
about what was | ost during the Holocaust?0 Th
joyful images remind us of w¥at |ife was |ike
To be clear, | do not disagree that some of these publicly circulating home movies
provide fragmentary, mediated traces of the d
de Groot home movies as i nt i-hHobtaeshappiness,¢he c e o f
museumbébs video encourages the kinds of initia
productively reevaluated. Digging a bit deepe
many diverse home movie scenes. The de Groot family gake o around 1937, attends a
parade in 1938 or 639, vVvi si t-8940andspdndseirkewRhar k r
extended family members in Spring 1941. The m
written overviews, which mostly descb e t h e h o me-lemebcontest.&6r examptef a c e

one of the home movies from Sonsbeek Park is accompanied by the followingofiédter

descriptions: AAn ol der man | ights a cigar. C
crawlingtowardt he camer a. Mo r e s h #%Tiseseanfittert ovegviewasd u | t s |
which were |ikely informed by Louisé descript

outsiders as they attempt to decipher what is occurring in the arpateluced scenes.
However, if | only focus on this surfadevel conéent, | fail to contend with the messy
contradictions between these home moviesd pri

outsider responses and reevaluating the images through an imagined interior discourse can help

2 The Home Movies: Artifacts Unpacked Video S
210iDe GrootFamily andFriendsGather forTea in Park Sonsbegknited States Holocaust

Memorial Museumaccessed April 14, 2024,

https://collections.ushmm.org/search/catalog/irn1004337
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anearlytwentsf i r st century stranger (like me)i respon
AWhat can a familyds home movies reiviekal about
targeted, historical ways.

To begin, Il will address one of the digiti
Grootods perfor mance 2%¥Aocrc oa dsiwigmmion g hdei prucsneau.n s
specific i mages welr9ed 1r. edc Olrthceesce fumidrea e x1pF& d ho
young girl wearing a fancy dress. Il n one of t
proudly smile and bow fdhe camera. In these moments, | am remindéltHBY0 s | mages of
the young narrator smiling and posing with her peers. According to the mubewoung girls
in the de Groot family home movies were participating in a tradition in which children earned a
diploma by proving that they could swim in nbathing clothes. In one very underexposed shot,
it appears that L ou gratdated arstagedor eaRiagdhsevwimming bei ng
diploma. While Rachel and the other girls in this home movie sm@pear to be very happy,
their smiles and bows are clearly performed f
discourses, present onlookers can challenge the tendency to read these images of performed
bows as direct access to a ntmst happiness. W do not know exactly when the footage was
recorded (as a reminder, the museum | abel s th
19384 10 ) . Despite not knowing a preciibgthe recor di
ti me of Rac he ltittse desGraotfemilyrwas pmbalgyraware of many political
changes unfolding across Europe in the late 1930s. Even if the footage was recorded before

Germanybdés 1940 invasion of the Netherl ands, [

211 iRachel de GrootBerformance for ®wimming Diploma, Onited States Holocaust

Memorial Museumaccessed April 14, 2024,
https://collections.ushmm.org/search/catalog/irn1004335

137



https://collections.ushmm.org/search/catalog/irn1004335

to recognize many shifts in the world around
recorded the swimming celebration. Although a young child is usually not privy to specific
changes at the level of government or militaly s i n t h e hbieetolnereakeands 6 ¢
military service time in 1938 or the mobilization of Dutch forces in 1I98@ can begin to
imagine the kinds of memaories that these images elicited for a family member such as Rachel.
Many Dutch children growing up in the 1930s likelgrieedthat a f t er t he Nazi s 6 r
in 19331 being Jewish was met with persecution in neighboring Germany. We cannot know
which news stories or events a young Dutch child was informed about during this period, such as
the strippingiadfi zGenrstham Jewsl® 35 or the I mmedi
1939 invasion of Pol and. But we can specul at e
being shaped by her growing knowledge of disturbing changes abroad and at home in the late
1930s. If Rachel watched these home movies sometime between their recording and her murder
at Auschwitz in 1944, it is likely that images of herself smilirgpaking wet before a crowd of
adults and wearing a fancy drésgroduced memories and reactions that warearfore
complicated than simple reminders of fptelocaust joy.

The museum introduces another de Groot hom
skating i n pr% e muséum dasaibes therpidtsred @vents as taking place
between 1939941. AsinTFIBYd s skiing scene, family members
time activities, and harmlessly fall on the snowy ground. To begin disrupting and reframing these
onceprivate images of smiling and fun, it is worth first questioning whether this de Grooy famil

outing actually took place in fAprewar Nether/|l

212 fjlce-Skating inPrewar Netherlands Onited States Holocaust Memorial Museglancessed
April 14, 2024 https://collections.ushmm.org/search/catalog/irn1004341
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were recorded in the winter of 1939, the de Groot family members would be aware that Poland
had already been invaded and that Great Britain and France had declared war on Nazi Germany
that September. Alternatively, if the iskating was recorded in thenters of 1940 or 1941, the
Dutchi like their neighbors in Belgium had already surrendered to the Nazis that had invaded
t he Netherlandsd own borders. Either way, the
hiding by 1942 were in full swing. ma gi ni ng Rlavelkdiscbufsess canfutherapset
initial i nterpretations of the skating scenes
expanding our understanding of this malaeel wartime context. For example, footage of a
youngboyipr esumabl y Rachel 0krepgaedynstumblinglonrhesskatesr L o u i
can be reframed by imagining the kinds of memories or responses produced for the home
moviesd6 original audience. Rachel nunigybot r ec al
shield her younger brother from the kinds of anxieties and fears that she and other older children
were experiencing by that winter. Rachel was likely becoming familiar with the links between
her familydés Jewish idestiitmiesataindnemdegi ngu i
smiles and stumbles might have produced unsettling reminders about the roles that older siblings
played in distracting and protecting younger brothers or sisters from the hate directed at Jews just
beyond the frame.

The museum introduces another de Groot hom
play at a farm in the Netherlands ®WHiker e Rache
websiteds written overview explains that Rach

nannyés family. This overview also provides u

213 aChildrenPlay at aFarm in the Netherland#&/here Rachel de Gro&pent theSummer of
1941, Onited States Holocaust Memorial Musewaocessed April 14, 2024,
https://collections.ushmm.org/search/catalog/irn1004340
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opportunities for Jews were severely |Iimitedo
home movie$ including the scenes from swimming and skating that | described alzree
given estimated years of their recording. This footage of the farm,lth@ugnore concretely
described as taking place in the summer of 1941. With this date in mind, it seems especially
mi sl eading to approach these specific home mo
|l i ke before the Hol oebsitaiisn . @ E£¢é¢ctwbrertei bhed htel
Encycl &thentuseandprovides many more details about this period in the Netherlands.
According to the museum,
During 1940, the German occupation authorities banned Jews from the civil service and
required Jews to register the assets of their business enterprises. In January 1941, the
German authorities required all Jews to register themselves as Jews. A t6&B061
persons registered, including 19,561 persons born of mixed marriages. The total included
some 25,000 Jewish refugees from the German Reich. A Jewish council was established
in February 1941. The arrests of several hundred young Jews (sent to liee\Baid
and Mauthausen concentration camps) led to a general strike by Dutch workers on

February 25, 1941. German officials brutally suppressed the strike. This action was
followed by a hardening in Nazi poli&y?

These (and many other) major political and social upheavals had radically altered life for
families such as the de Groots by the summer
that summer do point to happy moments spent on a farm. YetimaginingRal 6 s i nt er i or
di scourses quickly counters presehiblocdesst an
a Avacation. o For e-eanayge Rahel smiimg and dppraachiagtieh e now
camerain 1941, | can consider how she might haymneed to these images with the memory

of her father visiting and recording the footage during this tumultuous summer that she spent

apart from him. On the surface, the farm scenes recall many familiar images of family vacations

in home movies. YetaJewis daughter | ooking at footage of h

2 A Hol ocaust Encycl o faited Statesiclobaast Nleenorial &useéumn d s , 0
accessed April 14, 2024ttps://encyclopedia.ushmm.org/content/en/articlefibiderlands
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wartime separation probably did not function as a memorialization of a happy vacation. | can

imagine why Rachel might have felt a blend of fear and sadness at the sight of her visiting father
only months after her family was likely required to registeleags. And | can speculate about
Rachel 6s potential frustration when hér fathe
despite it alli during his brief visit.

As | explained in this projectds introduct
historians, documentarians, artists, or anyone else that did not live through the Holocaust can
even imagine its horrors. Thi softhdvatpataedtiies ar gu
imaginative does not resolve these decddeg debates about the (un)knowability or even
(un)i maginability of the Holocaust. Just beca
potential reactions to her home movies does nonhrhean know what she was experiencing as
the camera or projector rollédand it does not mean that | can imagine what Rachel would soon
experience at Auschwitz. Yet virtual looking suggestsithfwve hope to find something
distinct in home movies asdtbcaustrelated sources we might look beyond their surfatevel
representations of lost happiness. It is very uncomfortable to imagine insider responses to the de
Groot familydéds home movies when | knowdthat R
Like so many Jewi sh f a+oenturyhomenmbies,rRachalwas Eur ope o
murdered. Louis, unlike his sister Rachel, was not murdered during the Holocaust; he shared
many memories after the war, as modds?°Yeh s s ome
Louis passed away in 2020. As with many publicly circulating home movies, we no longer have

access to the people depicted in the de Groot

2156 L o u iGs o duhiteddStates HolocausMemorial Museumaccessed April 14, 2024,
https://www.ushmm.org/remember/holocasstvivors/volunteers/louide-groot
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that the recording and exhibition of these images might have inspired is deeply troubling. This is
the point. It is unsettling to imagine what the images might have meant to those that are now
gone, but that discomfort can help us remain attentive toaib® lgetween private and public,

past and present. Of course, many of the de Groot home movies do present Rachel enjoying her
life before she was forced into hiding, betrayed, and murdered. But if we are going to appropriate
these home movies as publicevid c e wi t hout Rachel 6s consent, w
them as much more than reminders of her destroyed joy. Virtual looking aims to confront the
uncomfortable question of what is ldsand what historical knowledge might also be gainéed

homemov esd® transitions from private discourse t
movies what was seen by original family members that watched and discussed them together, but

we owe it to those family members to be both rigorous and imaginative asewieese images

as publiefacing evidence to construct knowledge about the Holocaust today.
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Chapter 3: PoBo dMod nL Cakmemgas and Law Enforcem
In the previous chapters, | contributed to debates about the perceived limits and values of
visual evidence in twentfirst century histories of thidolocaust. Specifically, | addressed
concerns about how to lo@it archival images as Holocaustated evidence in response to
denialism, expanding definitions of the archive, and the rapid appropriatigpubhd
circulation ofonceprivatevisual sources o f t en wi t hoonsdéntintrdsonseto ma k er s 6
these concerns, | theorized and demonstrated targeted processes of looking that confront the
evolving political, cultural, and technological contexts in which images are appropriated and
reused to syport specific arguments about the Holocaust. In this chapter, | continue to theorize
and demonstrate historical modes of looking at archival images as evidence. These modes of
looking are still informed by my study of Holocaustated sources, but | shfficus toward
another set of concerns about i magesdé evident
images as evidence in response to the contentious discourses that have emerged in the wake of
viral audiovisual recordings depieg racializzed police violence. In the United States, as videos
of white police officers harming and/or killing Black citizens rapidly circulate online, these
visual sources become catalysts for public debates abagolities of theimage, the ethics of
looking, and the efficacy of visual evidence in either justifying police violence or holding
perpetrators accountable. Echoing many-tatentieth century responses to Holocaesated
atrocity photographs, scholars have again eniatechublic debates about whetito look at (or

look away from) visual traces of political violence, suffering, and d@aiespite

216 For a thoughtful debate about the ethics of looking Adexandra JuhasfiHow Do | (Not)
Look? Live Feed Video and Viral Black Deat@STOR Daily July 20, 2016,
https://daily.jstor.org/hovdo-i-not-look/; Kimberly Fain,fiViral Black Death: Why We Must
Watch Citizen Videos of Police ViolencadlSTOR DailySeptember 1, 2016,
https://daily.jstor.org/whywe-mustwatchcitizenvideosof-police-violence/
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disagreements over the efficacy of looking at and sharing bystander videos that depict police
violence, by the mi2010s, many activists, lawyers, and politicians began to demand additional
video surveillance that might document illegal uses of force ihith @rosecuting abusive
officers. Quickly, a new kind of visual sourcehe police bodyworn camera recordiniggained
public support. As | will explain below, with bodyorn cameraghereatfter referred to as BWCs)
came a promise of greater transparefayness, and trust. Y&WC recordingg like all
archival image$ do not offer direct access to the past and they do not speak for themselves.
These visual sources enter asymmetrical systems of pamgthey can be usead looked aas
evidence to support opposing claims about policing and histories of vioteAceerica

When the state shares their BWC videos, they train the publitetpret these
surveillance videos in very specific ways. Although BWCs gained support based on their
promise of accountability, the statieather t r ai ni
than reforni the policing practices that led to pubdialls for more video technologi@sthe
first place As | will illustrate below, bllowing violent encounters between the police and
civilians, the state teaches the public to look at BWC videos as objective records of officers
reasonably defending thegeiges against dangerous threats. To explore a mode of targeted
looking in direct response to this training process, | again turn to an archival documentary. In
Incident(2023), documentarian Bill Morrison appropriates 28Y8C videos and other
surveillancdootagerecorded in Chicago, lllinoigncidentrecontextualizes these recordings to
support a narrative about the events that occurred before, during, and after the fatal police
shooting of a Black man named Hawalth ASnoopo
documentaryos practices of appropriation, mon

Apoliced | ookingo at BWC videos. By policed |
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responds to the stateds careful attempts to r
evidentiary values. Specifically, policed looking identifies and counters the ways in which public
onlookers are taught to search BWC videos for clues of a thrired tifficer wearing the

cameraThis question of whether an officer perceives a threat has become central to the legality

of police violence in the United States. How
representations of the past, then, will shamsent and future understandings of the image,

policing, and the systems through which state violence is frequently justified.

On the surface, this chapterés initial foc
violence, andncidenbs narrati ve ab o uappeaatolheadetad awgyérdmi ce s h
thisprojecb s pr i mary f o c wislent@anchivhl imnagks. In the fiestttwo rchapters, |
advocated for modes of looking at seemingly peaceful portraits and home movies as
unconventional sources in constructing histories of the Holocaust. Although this chapter
emphasizes the specific relationshipmmen BWCs, potie violence, and the evaluation of
visual evidence, tonclude by demonstrating how policed looking functions in contexts where
the public views notviolent BWC videos. Specifically, | will transpose processes of policed
looking to a popular settirigthe streamingera true crime documentairyin which the pblic
encounters many different kinds of appropriated BWC depictions, including those that do not
represent police violence. As the BWC archive exponentially expands, the public will likely
encounter BWQideos in more and more settings, including true crime documentahesh
oftenpresentwisual evidencef effective police investigators tracking down clues sol#ing
crimes How the public chooses to look at the & suvdillancerecordingd including the
majority of BWC videoswhich do not depict police violengewill inform perceptions of

policingbs | egi#tiirmacyeinn utrtye tTwentsyt atebds tr ai
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encouraging viewers to study appropriated BWC videos (in true crime documentaries and

el sewhere) as objective records of policingods
threatening criminals. If this training process is not questioned or cournBak&cs will

ironically contribute to justifying many of the policing practices that activists hoped these

devices wouldaddressin other wordsas Bryce Clayton Newell summarizes, BWCs will
ipredominantly |l egitimize aftfaitei plo,| F'cteatped wea ré
Policed | ooking traces t handitexartisedofpoveetvhile mpt s t
exploring new questions about the potential evidentiary values BWC videos might serve in

future debates about policingbés |l egitimacy.

Black Lives Matter and Discourses of Police Accountability

To better understand how the state trains the public to interpret BWC footage as evidence
T and to practice targeted processes of policed looking in respdnisdirst necessary to trace
the broader history of BWC implementation in United States |daresment. BWCs descend
from a few key historical developments, including the increased affordability and mobility of
video cameras, the public recording and circulation of videos depicting police violence, and the
emergence of civil rights protests inpesse to these videos. This history of mobile cameras,
bystander recordings, and activism is typically traced back to 1991 when George Holliday

recorded Los Angeles police officers beating Rodney Kitglo | | i day 6s bystander

217Bryce ClaytorNewell, Police Visibility: Privacy, Surveillance, and the False Promise of
BodyWorn CameragOakland: University of California Press, 202167.

218 |mages have been central to debatssutstatesanctioned violence since photographic
technologies emerged in the nineteenth century. That said, | have chosen tamamntve era

of video-based bystander recordings exemplified by the Rodney King video. For details about

the longer history of images, state violence, and protesGesege CWright, Racial Violence

in Kentucky, 1868 9 4 0 : Lynchings, Mo b RRatoreRpuge Iodisiaial e g a |
State University Press, 199Qeigh Raiford,Imprisoned in a Luminous Glar@hotography and

the African American Freedom Strugg@&hapel Hill: University of North Carolina Press, 2011
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and its extensive public circulation set the stagehe consequential roles that video cameras

would play in subsequent debates about race,

Video8 camcorder footage was shared by many news stations to support various arguments in

escalating public dispuseabout United States policing. In turn, this video recording became a

central piece of evidence in public battles over visions of the nation, its law enforcement, and its

histoiesof raci st violence. Some medi aslystamdes edi t e

video to justify the Los Angeles police offic

policing practices. For example, conservative media host Rush Limbaugh isolated and looped a

few seconds of Hol | i dimentGhatthe potice are fairoKinghagg por t t h

threatened the officers, and he deserved to be b&dtdany other news outlets alternatively

Arepresented the beating as a 6shockingd even

powers illegitimately, and described?®@nhem as

1992, when the Los Angeles officers that beat King@mera were acquitted of assault, the

nationwide debates and the many protests that follpweldiding the events often referred to as

t he AL.,OA.weRieotisnspired in part by the public c
In 2009, bystander videos of officer Johannes Mehserle killing Oscar Grant on an

Oakland train platform similarly ignited contentious public debates about race, violence, and

policing 22 Numerous witnesses captured these videos on smartphones, which were gaining

higherr e s ol uti on cameras during this period. Joul

219 JohnFiske,Media Matters: Race and Gender in U.S. Poli(iginneapolis: University of
Minnesota Press, 1993629130

220 Ronald N.JacobsRace Media, and the Crisis of Civil Society: From Watts to Rodney King
(Cambridge: Cambridge University Press, 20@4.

221 Many killings between 1991 and 2008cluding Amadou Diallo in 199@ndSean Bell in
2006 fueled discourses aborgce and policingou the 2009 video of Grant especially amplified
nationalpublic debates.
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videos of Grant to support opposing claims about the legality and perceived necessity of police
violence, much | ike when news sources circul a
two decades earlier. Yet the circulation of cellphone videostdepin g Gr ant 6 s deat h
a considerable shift in how visual evidence would function in the twfentyr st cent ur yods
di scourses about ©pol i ci ng -twebtiethcenkuey cameoordéerh e c as e
video, which was largely dispersed professional media companies, the 2009 bystander
cellphone recordings of racialized violence entered a swiftly evolving online environment of
amateur video production and circulation that was driven by YouTube and social media
platforms. In this contexgveryday citizens shared and commented on bystander videos, directly
contributing to onl i wniaentdistdryaahdaehe (ildeditonacy of ttshaer ¢ o u n
enforcement??l n the years that followed Grantoés kil
and commenting on videos of police violence rapidly accelerated, online debates about past and
present racialized violence in the United States grew louder.

In 2013, many social media users organized their arguments about racistatand

sanctionediiolence under a concise slogan: #BlackLivesMatter. This hashtag first emerged in

=)}

response to a Florida jury determining that
Zimmerman was legally justified in killing Trayvon Martin, but the Black Lives Matter

movement quickly began to focus more specifically on acts of police violen2814, dter

officer Darren Wilson killed Michael Brown in Ferguson, Missouri, thes@nee of Black Lives

Matter and its public critiques of racist policing expanded online, gained attention from

222 For example, four popular bystander videos that were uploaded to YouTube garnered 2,819
comments within a month of Grrangad@&esnodiragetath. The
the police to fAder og@Many Grace AndonyiardlRyan & Thorsas,and i n
A6TIBI €itizen Journalism at Its Finest:® YouTu
Shoot i ng NewMediadkeSactetyHhno. 8 010: 1286
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mainstream news sources, and spilled onto streets across the country. In the months and years
that followed the killing of Brown, additional protests were inspired by fatal police violence. For
example, after soci al me d i 1d cellphoae vileoofiNaw Yort R a ms
police officer Dani el Pantaleo choking and ki
circulation prompted protests, escalated public debates about racism in policing, and pressured
politicians to respond. In 2015,Bel n Sant anads bystander cell pho
Michael Slager fatally shooting Walter Scott added fuel to online debates and protests in the
streets. By 2016, when Diamond Reynolds livestreamed video footage of officer Jeronimo Yanez
killing Philando Castile, bystander videos of racialized violence had become central catalysts for
protests and national debates about policing.

Yet it is important to recognize that most acts of police violence perpetrated against
Black civilians during this perigdncluding key cases that inspired the Black Lives Matter
movementwerenotc apt ured by bystandersd cell phones. A
Matter hashtag evolved into a protest movement largely in response to the 2014 killing of Brown
in Ferguson. While limited video recordingscluding surveillance camera footage captured
before the shootingpl ayed mi nor roles in public debates
failed to provide a visual representation of the shooting t&&is the Black Lives Matter
movement grew, its calls to hold abusive police officers accountable added substantial public
pressure for police departments and politicians to respond. In turn, the idea of capturing video

recordings of all policeivilian encainters spread quickly. State officials began to explore

2)ournalists and social media users circul atec
death to either justify or challenge the legality of his killing, but this limited visual evidence

which did not directly depict the fatalolencei played a much less prominent role in public

debates than in cases where a killing had been recorded by bystanders.
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proposals for equipping officers with bedyounted, constantiyecording cameras that might

capture daily policing practices and rebuild trust between the police and the public. Although
wearable camera technologies already existed, increasingly mairstreéeas for police reform
became catalysts for the substantial financial investments, complex media storage infrastructures,
and major policy changes that would be necessary to begin implementing BWCs in United States
law enforcement. In Septemtb2015, anational BWC pilot program rolled out with $23 million

in federal funding. By 2016, nearly half of all U.S. general law enforcement agencies had
invested in BWC$?*Following cases in which officers did not activate their BWCs, such as in

the March 2020 killing of Breonna Taylor, public pressure led to additional laws for regulating
how these new cameras should be used in the field. In the wake of additioraidiighcases

of fatal police violence in the United States, including the May 2020 murder of George Floyd,
BWCs gained broad bipartisan suppot.

As this condensed historical overview sugg
bipartisan public support were prompted in part by bystander cellphone videos and the popular
demands for reform that followed. Yet this historical link between bystander negsydi
activism, calls for accountability, and BWCs does not mean that thesewtage surveillance
devices are presently achieving the goals that advocates originally envisioned. The limited
empirical studies regarding these cameras offer mixed findbmg éheir efficacy in reducing

the statebs use of force, producing more Aci vV

24shell ey S. -WMoyrmn@a marBadyi n Law EnBuwenuwok ment A
Justice StatisticdNovember 2018)ttps://bjs.ojp.gov/library/publications/bogyorn-cameras
law-enforcementigencies2016

2Chris Kahn, @AExclusive: Most Americans, |Incl
Democratic Pol i cReut&gline t1n202®r oposal s, 0O
https://www.reuters.com/article/ukinneapolispolice-poll-exclusiveidUKKBN23I37Z.

150



https://bjs.ojp.gov/library/publications/body-worn-cameras-law-enforcement-agencies-2016
https://bjs.ojp.gov/library/publications/body-worn-cameras-law-enforcement-agencies-2016
https://www.reuters.com/article/uk-minneapolis-police-poll-exclusive-idUKKBN23I37Z

holding officers accountable for their actidi®Despite these mixed findings, the public is still
predisposed to trust in BWCs6é ability to prod
efforts to hold themselves accountabl e. I arg
videosi in spie of a lack of clear evidence that BWC adoptions have led to consequential,

systemic changes in policing practideis rooted in the historicallgpecific discourses of

objectivity and accountability that shaped th
i mpl ementations in the 2010s and, in turn, <co
functions in the 2020s. These discourses thatsunral e d BWCs 6 i ni ti al adopt

Attorney Gener al Lor ett a deompdnigdtiefiedesal 2015 pr es
government 6s BWC pil ot program. According to
invested inthislarges cal e project Ain order to enhance tr
crediBility.o

I n the 2010s, many | egal experts echoed th
framing BWC adoptions as a crucial step toward gathering objective courtroom evitfekge.
| aw professor Mary D. Fan optimistically stat

American police departments fial so potentially revolutionary

226 For a detailed overview of the many conflicting studies regarding BWCs and their effects, see
Michael D. White and Aili MalmCops, Cameras, and Crisis: The Potential and the Perils of

Police BodyWorn CameragNew York: New York University Press, 2020).

2TAJustice De pGuer$asMilion inAwnding dosBody Worn Camera Pilot
Program to Support Law En fTeilJoitednStates Depaignmem ofi e s i
Justice September 21, 201B6itps://www.justice.gov/opa/pr/justigiepartmenrtwardsover23-
million-funding-body-worn-camerapilot-programsupportlaw.

228For exampleseeK at i e Fardenés 2016 claim that, altho
challenges to using BWC footage as legal documents in the courtroom, these videos would
provide fimore verifiable evidence than eyewit
afteranar r K@t i @ Farden, fARecor di-Gahermng: RoicewBodyr ont i er
Worn Cameras and Pri vacy SeatletniversiteLlaw RevietdWa s hi n g
(2016): 294.
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traditional reliability on testimoni often just fromonesidet o r econs ®%¥Ofict event
course, discursive links between photographiepityduced images and credible evidence are as
old as cameras themselves. Yet the publicbs s
documents that will hold police accountable must be undetsto@lation to the historical
factorsi viral bystander videos, Black Lives Matter, and discourses of accountability and
objectivity T that surrounded BWC adoptions. Based on these historical factors, when the public
encounters BWC recordings online, the news, in documentaries, or elsewhere, these images
typically produce a distinct kind of dAarchive
archive effect occurs when an onlooker encounters images that they believe were originally
produced fo another context and purpoS€lIn the previous chapter, | argued that encountering
onceprivate home movies in publfacing histories often produces an archive effect in which
the home movies are interpreted as especially authentic evidence. Because onlookers assume that
amatewrecoded home movies were originally produced for the family and were intended to
remain private, encounters with these images in public settings often trigger a sense of access to
unguarded truth and intimacy. Similarly, when onlookers encounter gotickicel BWC
footage in various contexts, these visual sources are likely to be interpreted as especially
trustworthy and authoritative evidence because the onlooker assumes that these surveillance
images were originally recorded to police the police.

Due in part to the discourses of accountability that boosted initial public support for
BWCs, rather than approaching these cameraséb

typically afforded to statproduced surveillance media, many onlookeesven those critical of

2Mary D. Fan, #fAJustice VisualizedCDe&isuawts and
Reviews0, no. 3 (2017): 955.
230Baron The Archive Effe¢tl1.
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the policel are likely to interpret BWC footage as a fair and transparent record of policing. |
historicize BWC adoptianin the United Statesms an answer to twenfirst century bystander

videos of police brutality and the Black Lives Matter movement, then, not to suggest that BWCs
met the demands of protesters but rather to c¢
tendency to trustNow that | have outlined when and why BWCs gained widespread support

between approximately 2042020, we can begito explore how these visual surveillance

sourced which the public is predisposed to interpret as privileged and objective documents
presently function as evidence in the United States courtroom and in the court of public opinion

alike.

Graham v. Connorand Reasonable Police Violence

Protestors, politicians, and representatives of the state have discursively Bafed
videos as privileged, objective records of policing. However, much like the other archival images
| have described iprevious chaptergrom glassplate portraits to 16mm home movji@&NC
videos do not carry static evidentiary values
shaped by how individuals look at the images in specific coriteattsl howBWC recordings
are presentlgontextualized, circulated, anded to support arguments and narratives about the
past. To understand how BWC videos are typically used as evidence, it is necessary to trace how
these images which the public is predisposed to intetpas objective documenitsfunction in
a very subjective and asymmetrical legal system that justifies most cases of police violence.
Since the landmark 1989 United States Supreme CourGzabam v. ConngrAmerican jurors
have been tasked with judging whether an of fi

police-civilian encountef3! In this influential legal case, prosecutors alleged that Charlotte,

231 Graham v. Connor
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North Carolina police officer M.S. Connor had used excessive force and violated the civil rights
of a Black civilian named Dethorne Graham. After Graham quickly entered and then left a
convenience store, he was confronted by officer Connor. This encgueteriolent, Graham

was handcuffed, and he suffered multiple injuries, including a broken foot. In court, Connor
claimed that he believed Graham was intoxicated and therefore a public hazard that demanded a
forceful police response. In fact, Graham watdrank; he was a diabetic experiencing an

insulin reaction. When Graham entered the convenience store to purchaserserdedh sugary

drink, he noticed a long line of customers. Graham quickly decided that his medical situation
would not allow him to waifor other patrons to purchase their items, so he abruptly left the

store. Although Graham had not committed a crime, the judges sided with the police by
justifying Connondaceeptableesponsd to theiperdeieed dangergpaseday
Graham The court insisted that the legality of this use of féraewhich an unarmed Black

man was handcuffed and injured after committing no cfimust be primarily evaluated based

on the officerds percepti on ofofthehleeipientiottheat i on,
statebacked violence.

According to this Supreme Court ruling, AT
force must be judged from the perspective of a reasonable officer on the scene, and its calculus
must embody an allowance for the fact that police officers are ofterdftwaeake splisecond
decisions about the amount of22Thesprecedem definess s ar y
the | egality of violence in terms of an indiyv
a given situation. In turn, this ruling aligns jurors with the perspective of perpetratiter

than victimsi of police violert e . By legally framisegoadusiecofi

232 Graham v. Connqr396-397.
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the court positiosp ol i ce vi ol ence as an individual of fi c

rather than a broader aspect of policing embedded in systems that disproportionately police,

arrest, incarcerate, injure, and kill raite citizens. Sinc&raham v. Connqrdefense lawyers

have guided jurors through the process of imagining how they might have responded in a similar

moment of fear i1 f they had to walk in an indi

system shields nearly all acts of peliviolence from criminal prosecution because it is very

difficult for jurors to determine beyond a reasonable doubt that an officer could not have felt

threatened or afraid before reacting with force. Typically, investigators and district attorneys

declire to even charge individual officers because the state recognizes that proseeutors

unli kely to succeed in court. As Caren Myers

based on anseddnd erredsp crpd @ tt mmdafdewdich alfiowss a per mi

officers to respond with deadly force to perceived dangers, either real or appaventif they

aremistakeiias | ong as their bel’®ef is objectively
In the BWC era, police departments and defense attorneys have more visual evidence

than ever to support their claims that an off

response to a perceived threat. As | explained above, BWCs tend to proguchiee effect

associated with discourses of objectivity and accountability, so they are typically interpreted as

trustworthy evidence broadly. Yet BWC recordings are also uniquely suited to defending police

violence as reasonable and necessary in thafspterms outlined bysraham v. Connor

BWCs 6 f or nmavhichfpredade shaky,slistorted representations of encounters from an

of fi cer 0siinpoeluceapersuasiverkand of evidemoenprisingvisual signs of danger

23Caren Myers Morrison, fiBody Camer Amefdars cur a:
Criminal Law Revievb4 (2017): 799.
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to the officer wearing the camera. Notably, BWCs are mounted to perpetrators of police
violence. As journalist McKenzie Funk reminds
tool for police accountability, but the primary subject of their surveillapoe ©t t hiet o | i c e
t he p2¥bhisicameraangle makes BWCs suitable for supporting claims of police
violencebds | egitimacy bec a+pasen, dbjeotivieaccoumait age s
threats to the police from an officetesbs point
jurors and the public alike to align their own understanding of a poiNgié&n encounter with

the perspective of an officer whose reasonabl
response to signs of a potential threat recorded bBW€E. Of course, as many researchers have
warned, Athe Operspective of the GrAhHamwer , 6 t h
Connor( 1989), is not necessarily the same as the
che®XWheéther the BWC is mounted to an officero
camera cannot directly reproduce an officeros
and environmental factors. Yet the public is already familiar with this &imémera perspective

from prior encounters with many types of popular media, from horror films tepgrson

shooter videogames. Often, this camera angle is used to invite spectators or players to align their
own pointof view with a protagonist facing dangerous or dramatic situations. Because the BWC

is not deliberately controlled by a camera operator, BWC videos accentuate this sense of first
person instability, thril lpreducticm,mtichdheolvese r . B WCs

unbalanced compositions and automatic exposure adjustroentsbutes to a sense that

234 McKenzie FunkiiShould We See Everything a Cop Se&bzw York Times Magazine

October 18, 2016ittps://www.nytimes.com/2016/10/23/magazine/pehoely-cameras.html
2XKathyPezdek, Tyl er Shapland, and Jessica Barra
Viewing Their BodyWo r n  C a me rJeaurnal of Appled Research in Memory and

Cognition11, no. 3 (2022401
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vi ewers are accessing an officerdés unmediated
further heightened by the i nevi-amlblensesdvhicht or t i
are designed to capture an especially broad visual field. SimilarlB WCs 6 obstructi on
including an of f i c &aquestly entermg therframieintensifdthewe a p o n
v i e we r-p&rson $ense thdt the camer@aring officer is facing a potentially hazardous
encounterFinally,in addi t i on t formd aN&actéristitd, which pnoduce a
compelling i mpression of fear ofvisvdBVOhdanger men
recordings share digital video technol ogi esbd
As | will demonstrate below, taking a single frainer approximately 1/300of a second from
a B WC 6 sfilni+like footage can highlight a specific gesture that might be interpreted as
evidence of pasthreat to an officer. These kinds of isolated moments or frames are spgcificall
useful for supporting the st-atebadbramspgnet
threat, rather than a systemic probléuocording to CM. Morrisonp, A For al | its ben
evidence encourages this atomization of facts, focusing the factfinder on literally the narrowest
of moment s i A®*Whéngolieenepartments solate@ single frame, they often
encourage onlookers to interpret this still image as the moment in which an officer perceived a
threat, made a spl#tecond decision, and reasonably responded with a violent answer.

In short, the public is predisposed to trust BWC videos as objective documents because

these images weprportedlyrecordedo hold abusive police officers accountable. This belief

that BWCs offer privileged, direct contact wi
mi stake these surveillance mediads visual rep
mediate. AC.M.Mor ri son explains, fANBecause video evioc
2Morrison, fABody8@amera Obscura, 0
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makes factfinders vulnerable to a host of biases, including naive realism, or the belief that what

one sees is the uncontroverted truth; the inability to recognize the role of subjectivity; the
fragmentation of per s p?BWC sypically-austed rdcatdingst i f i c at
enter an asymmetrical |l egal system in which p
subjective evaluation of an officerds potent.i
threat. BWCs are producing an unmatched arobiwgsual sources that are distinctly suited to
aligning the public with an officerés point o
isolating single frames and/or gestures to defend police violence as a reasonafte @ptit

decisionYett he publ i cbés gener al di spositions and BV
determine these viBIWO svdi deevo sdbe ldHrigdlydeparid omhsiwusetsi. | |
these sources are usednd how we choose to look. The state recognizes this importance o

gaining as much control as possible over how BWC videos are contextualized and interpreted as
evidence. In addition to exploiting discourses of objectivity and accountability, the legal

definitions supplied bysrahamv. Conngr and BWCs 6 f or mal features,

officials, and their allies then attempt to train the public to look in very specific ways.

Training the PubWadnCamemViddee ado Body

Bystander recordings, the Black Lives Matter movement, and increasingly mainstreamed
accusations of systemic racism have publicly challenged the credibility of United States policing
in the twentyfirst century. In the 2010s, when many police departmemtsa the country chose
to equip their officers with BWCs, they took a consequential step toward countering public
attacks on | aw enforcementods | egitimacy. Yet

silenced demands for reforming or even defunding thiegodn an era of bystander cellphones,

Z'"Morrison, fABody79%€amera Obscura, 0

158



social media, and rapid image circulation, the state must also stand prepared to defend the
legality and necessity of future police violence, especially in cases when white officers injure or
kill Black civilians. In this section, | will demonstrate hovetstate exploits discourses of
accountability and BWCsd for mal characteri sti
surveillance recordings as evidence in specific ways. Through these training processes, BWCs
have ironically become central to the natipation ofGrahamv. Connays def i ni ti on of
reasonabl e police violence broadly and the ju
specifically.State officials share selective fragments of BWC recordings within strategic
frameworks to protect and naturalize, rather than prosecute or reform, the police. When the state
shares and deliberately contextualizes BWC videos, they teach the public mbevpoet BWC
recordings as a mode of evidence that justifies police violence as a necessary tesparsdl
of dangerous crime. Specifically, police departmérabng with their allies in news media and
elsewheré teach public onlookers to search for individual body movements or gestures that
might be perceived as threats to the officer weariegémera.

To il lustrate the statebdbs training process
signs of threats that legitimate patig, | will describe an example from Akron, Ohio. In 2022,
Akron officers pursued a Black man named Jayland Walker in his car. After Walker exited his
vehicle, eight officers chased him on foot. The chase concluded when officers fired more than
ninety roundsWalker died from injuries caused by the fepys bullets that hit or grazed his
body. As in many twentfirst centuryofficer-involved shootings, this fatal encounter was

followed by a livestreamed press conferefi€®uring this press conference, local officials

ZBARCity of Akr on ARon®©BkigJulyC3p20Z2¢ide@ nc e, 0
https://www.youtube.com/watch?v=Zckutl1RTigg
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including Akron Mayor Daniel Harrigan and Police Chief Steve Myletémonstrated how the
state trains the public to look at BWC footage. As in many situations garefully selected
fragments oBWC recordingsareinitially shared with the public, a representative of the state
first reminded the iperson and livestream audiences that the police had willingly invested in
BWCs and developed policies aimed at rebuil di
the training process often begins with prominent authority figures reminding the public why they
are predisposed to trust BWC recordings as fair and objective records that effectively contribute
to policing the police. In the 2022 Akron case, Mayor Harrg@ecifically reminded the public
that the police department had adopted BWCs i
for greater fitransparencyo and fAaccountabilit
believe that BWCé$unction agools of accountability, Harrigan then praised the recent passage
of a |l aw that required the public release of
week of a violent policeivilian encounter. To underscore the discursive connection between
BWCs, tris t and transparency, Mayor Harrigan cont
community wants is to be able to review the information for themselves; and it is our
commit ment to be open an%dAsirsmanyrngial upliareleases as w
of BWC footage after an act of police violence, before the public has been allowed to view a
single frame of video, a representative of the state has framed BWC recordings as trustworthy
records that provide transpareranyd hold abusive policafficersaccountable.

The mayoré6és spoken introduction implies th
information for themselvesd had been met by t

their related policies for recording, storing, and sharing video recordings vVéataéer Mayor

2 City of Akron Press Conference. 0
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Harrington had purposefully reminded the public that BWCs establish transparency and
accountability, the police department still did not present BWC footage of the shooting itself.

Instead, they showed a neatly edited and narrated video that recallgharawniure or a

boardroom PowerPoint presentation. This presentatige video is largely comprised of still

images, texbased informational slides, and a ve@eer narration, rather than substantive

scenes of raw BWC footage. In this persuasivelystronted video, a narrator begins telling the
police depart mentiémrratoi with befp frommbscreevtexhdlasns T h

that officers attempted to stop Walker for traffic and vehicle equipment violations before they
heard a gunshot fired from Wal ker 6s fstyleei ng v
video then cts to a brief scene appropriated from a BWC recording. In this short BWC clip, an

officer verbally describes his belief that he had heard a guridext, he narratedideocuts to

an informational slide with text that states:
the suspelbe vehi clede par tthemrederdtsstrafic @amerafootade vi d e
that has been frozen and rescaled to back wup
Wal ker s car window. To isolate nearly illegi
recorded by a very distant camera miaa at a high angle, the police digitally superimposed red

arrows and cires (see figur@3). As | explained above, video footage is a powerful tool for
supporting the stateb6s justifi-satbod decpel ba
because individual frames can be easily isolated and enhanced. As the Akron example
demonstrates, police departments often go one step further by digitally adding arrows, circles, or
other visual markers that encourage public onlookessaoch a single frame of surveillance

video for clues that defend uses of force, much like aspooadcaster draws arrows and circles
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to guide spectatorsodo att ent?d'mthe Akmwasedhekey asp
public was trained to search a haoedecipher still image from a traffic camera for what appears

to be a brief flash of light exitingafarf f vehi cl eds window.

Figure23: Akron officials superimposed digital arrows and circles to draw attetdgiorformationthat was
otherwise illegiblén surveillance footage.

The Akron police depart mendfolowingmasavanat ed vi d
minute pursuit Walker exited his vehicle wearing a ski mask. In their presentatida video,
this claim is supported by an underexposed and ominous still image, wiseboleded from
BWC footage (see figur24). Unlike the distant traffic camera footage, this isolated still frame
from a BWC presents Walker from t hescreenf i cer 0s
text then explain that officers tried to stop Walkéth tasers as he attempted to flee the scene.
Next, the policeds narrated video cuts to ano
appears to depict a taser in an officerds han

that policeattempted to halt Walker with ndatal weapons,e8 cr een t ext st ates |

240 These attempts to draw attention to individual moments of threat, rather than racist systems,

also followed the release of Hollidayds camco
bystander camcorder f oot age atficatonsiofdievivlerse, t h at
Acomputers enhanced it, technology froze its

and inscribed expl anat or yMedia Mattevg427.and <ci rcl es
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suspect stopped and quickly turned toward the
his body toward officers is visually illustrated by a series of blurry still frames extracted from a

BWC video. In these still images, which appearformeresed s bef ore the polic
presentatiors t yl e vi deo jump cuts to a new frame, th
appears to be turning toward the camera (see f@fg)reAn Akron police logo then appears-on
screen as t he na Officers reactedchn disoharging éhairdileaamsrarsd: A

striking the subject. o

2022-06-27 00:37:25 -0400 \
AXON BODY 3 XG@39ADMA A

Figure24: Akron officials isolated this frame as evidence that a masked Walker exited his vehicle.
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Figure25: Akron officials isolated a handful of frames and presented them via jump cuts to shppataims that
Wal ker Astopped and quickly turned toward the officers.

Notably, this description of officers fAdis
is not immediately supported by BWC footage of the shooting itself. Instead, as in many press
conferences or other contexts where the public is trained to evBM&Zerecordings as
evidence, the police first further developed their argument that Walker had posed a dangerous
threat to officers. In lieu of presenting the graphic BWC footage that depicts officers shooting
Walker more than forty times, the police depagtnt 6 s p stglesvalentexplains that a
gun was found in Walkerds vehicle after the f
department 6s narrated video then concludes by
in the front seat of a caBefore presenting their BWC footage of officers firing over ninety
rounds at an unarmed civilian, this presentasityte video has trained the public to look at the
stateds Vvi su atb-seegestues or clees thabWalkér enighd have posedkat to
of ficers before t hxegcardpbeadiedi ovid ht ca fAisrpd i mar
The stateds strategi caliwhichinaudes stilf imagds,edigitalgynd nar
superimposed graphics, tebased descriptionsnd a voiceoveri exemplifies how the public is

first instructed to study BWC footage for the
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fatal use of force.

Once this statebds training process had bee
l onger c¢clip from one officerdés BWC at standar
officer driving his police car, stopping and exiting his vehicle, anddfinis weapon at Walker.
During the livestreamed press conference, when the video finally reached the disturbing
moments in whichninetp |l us gunshots erupt from the eight
already been trained to look in specific ways. Qdrse, the police cannot fully determine any
individual 6s response to this graphic scene o
many members of the public to interpret these imagesich they were predisposed to read as
objectiverecordsof policingias proof that the officersdé choic
necessary responses to an alleged gunshot fir
threatening turn toward officers. Although the public had been informed that Walker was
unar med at the time he was killed, onlookers
evidence supporting the police departmentos c
the threat posed by Walker and the gun that was later found onahif@nsseat.

After local officials publicly release and narrativize these kinds of BWC videos,
journalists across the United States (and the world) recirculate and describe the same recordings
in new contextsAs the BWC videos spread to audiences beyond the local community where a
shooting took placegdditional members of the pubkce also trained to look in specific ways.
For example, Wwen national and international news sources circulated the Akron police
department 6s BWC vi deos, etdhetshee npeudbilai cobust |eentgsa g
the videos by publishing quotes from the leaders of the press confedpercdically, nany

journalists shaped readersodé interpretations o
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Chief Mylettodés descriptions NPR{tBBENeswhandt i ng a
Al Jazeera each pubilbystowirgdhe BWWA veldos ahcisolatingai m t hat
individual still frames Wal ker can be seen Agoing down to hi
forward mot iTho offurhtihserarsmuplport this descripti
movements and threat to officers, some news outiegstly shared he pol i ce departn
presentatiorstyle video from the Akron press conference. Even for the many readers that had

not watched the | ocal press ¢ ondee thaughctee or t he
guote from Police Chief Mylett offered a reminder thathen encountering BWC recordings

what is difficult or impossible to see in real time can often be scrutinized as evidence that a

Bl ack civilianbés bodyg pPpheedialtriviematextpd ao nfsi, c
videos showing police use of force, we are invited to scrutinize the body of the recipient of that
force for movements or st &iThisisactucalstegpintheni fy t h
statebdbs training process: the public is repea
moments) in BWC recordingswhich depict the victims of police violence, rather than the

perpetrator§ as evidence of avilian threat that demanded a forceful and even fatal police

response.

Stepstakenbpk r ondéds mayor and p ghow state offickals aint me n t

2lFEor exampildee,o sSeheowis Akr on Pol i ce KAsbotiateBl ac k |
Press July 4, 2022https://apnews.com/article/polighootingsohio-akron
829de644001793209el1c2dc3b2e22ca3

A Bl ack Man Who was Killed by Pol iNPR was Un
July 3, 2022https://www.npr.org/2022/07/03/1109624745/jaylamalkerakronohio; Patrick
JacksonfiJayland Walker: Ohi®olice ReleaseV/ideo ofDeadlySuspecitChase BBC, July 4,

2022, https://www.bbc.com/news/woHds-canade62032964 fiPoliceKilling of Jayland Walker

inUS:Wh at We Kn AAlWaz8evaJuly 4,r2022,
https://www.aljazeera.com/news/2022/7/4/protedtsr-video-of-jaylandwalkerkilling .

28Sherri lrvin, AVideos, Pol i ce SvdalRessarcB:, and
no. 4 (2022): 1005.
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public onlookers t@ngage witlBBWC videos in ways that mimic and normalize the process that

a juror must undergo in the extremely rare ca
court. As explained above, the legal precedent establish&datyam v. Connoforces jurors to

align with an officerds perspective and to i m
reaction. In the BWC era, public onlookers are taught to study moments or frames in these

shaky, underexposed recordings talfgigns of threats and to naturalZeaham v. Connar s

legal definition of reasonable police violenBased in part on this legal definition, in April

2023, a grand jury decided not to indict the eight Akron officers that fired more than ninety

rounds and killed Walker. As this example demonstrates, most cases of alleged excessive police
violence are notrought to trial, so the legitineg of twenty-first century policing is largely

contested in the court of public opinion. After the announcementthatAkd s of f i cer s wo
be indicted, Ohio Attorney General Dave Yost defended the decision by reiterating the original
press conferenceds narrative. Attorney Genera
waistband in what several officers described asossdraw motion, planted his foot and turned
toward the offi cer?Yonshti |teh ernaicsa mnge chti esd hVeanl dk. edor 6
the legal precedent set Brahamv.Connor A The | aw all ows officers
defend themsel ves or 6%Thiwistlse sang argumentaboat dead | y
Wal ker6s body movements that had been visual/l
frames extracted from BWC videtw the 2022 press conference. When looking at selective

BWC frames in these trained ways, it appears

244 Eric Levenson, Dakin Andone, Polo Sandoval, Theresa Waldropd L a uGramdduryy , i
Declines to Indict Akron Police Officers in Killing of Jayland WalkeZNN, April 17, 2023,
https://www.cnn.com/2023/04/17/us/jaylan@lkerpolice-shootinggrandjury/index.html

245 _evensonAndone, Sandoval, Waldrop, and liyGr and Jury. o
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directly supported; the Akron officersé deadl
defense against a threatening civilian.

To counter twentyfirst century accusations of systemic racism, police departments divert
public attention away from broader discriminatory practices and toward narrow debates about
individual officers making splisecond decisions in the face of perceitreéats. Because the
state disproportionately polices Black communities, the growing archive of BWC footage offers
an unprecedented volume of audiovisual sources that the public will be trained to evaluate as
evidence that Black bodies endanger policeef§i and that only certain types thfreatening
criminals demand policincAsCM.Mor ri son expl ains, AWatching a
videos gives the impression that the only criminality that we need be concerned with comes from
the street. Conversely, there is an alrtol lack of whitecollar criminals Again, this reflects
a general conception of the poor, the disenfranchised, or simpipthehite as the enemi?*®
In manyBWC recordings, ¥en minor movements ofBlackc i v i | i janmo@emerdgonlym
potentially recognizable by slowing or freezing BWC vide@an be used to justifyolice
violence, as long as jurors and the public first learn how to look for/at these bodily gestures. As
l rvin explains, dAin |ine with a | ong history
viewers to mine videos for evidence by scrutinizing ttecBbody as a site of pervasive
thr&@Of. Tourse, public interpretations of BWC

body movements are informed by broader social norms, including the historical construction of

Blackness as threateniftf.And other kinds of evidendefrom oral testimonies to crime scene

2Morrison, fABody8Zamera Obscura, 0

22 rvin, AVideos, Pol ©9e Violence, and Scrutin
Sophie Trawalter, Andrew R. Todd, Abigail A.
toThreat: Rac8Based P t

atterns o Jourskof BExpetiniemad Sodiadl t ent i on, O

Psychologyt4 (2008): 1326.
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photographs to dashcam viddgosave also been used to justify police violence asdetdnse.

That said, BWCs offer a fresh and powerful kind of visual evidence that can provide clues of
endangerment from an of fi ceitwengyfirptoentmytf of vi ew.
bystander cellphone videos, Black Lives Matter protests, public accusations of systemic racism

in United States policing, and calls for defu
the public to actively participate ingHegitimation of law enforcement as a necessary response

to a threatening world of crimB8WCs &6 di scur sive construction as
formal features, and arethpeallsused todighkghhis peaceived ng pr o
threat to the police rather than the threats posed by police violence itselfa postGraham v.

ConnorUnited States.

Varied Perspectives on Policing inncident (2023)

To explore and respond t o tBilleMogtrdtseoisd st r2ai2
archival documentary titlebhcident This approximately thirtyninute filmappropriates 2018
surveillance and BW@ecordings that were publicly released by the Chicago Police
Department*° Incidentcontextualizes its appropriated surveillance footage to support a
narrative about Officer Dillan Hallefatallys hoot i ng Harith fASnoopd Aug!
only recirculating the footage thainciderhe st at e
appropriates and organizes videos depicting the moments leading up to the shooting, as well as
many of the events that unfolded in the immediate aftermath of this fatal violence. In many

scenesincidentpr esent s this | onger view of the | eadur

249 For an example of reporting from one of the journaliatsl one ofncidenb s pr otlthi c er s )
sued the Chicago Police Departmendb r t he publ i c release of thes:
the Aftermath of a Police Kil | ThalgtercegiAugustJ ust i f

13, 2022 https://theintercept.com/2022/08/13/chicammice-killing -bodycamharith-auqustus/
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from multiple surveillance camera angles and BWC perspectives. Vissmigns and
overlapping audio trackéncidentd r aws attenti on to many aspects
behaviost hat were omitted from the stateds initia
26). As | explained above, when police departments release BWC recordings after this kind of

fatal encounter, representatives of the statad the news media that then recirculates the

footagel teach the public to interpret the images and sounds as egitleat justifies past police
violence.Incidenthas been understandably praised for providing a broader view of the events
surrounding the killing of Augustus. That said, while | agreeltfatlend s i ncl usi on of
previously omitted materials complicatedh e st at eb6s | morehagdwlynar r at i v ¢
interested in what this archival documentary might offer in my search for modes of targeted,

policed lookingIn responsetdb hi s ar chi val documentaryds tacti
and narration, | will describe a mode of policed looking that reflects upon and responds to the
erabds speci fi thatteachathe publit tp eyaluate BWE wWdeas as objective,

trustworthy proof of policingéds efficacy and

JUL 14 2018 17:32:49:13 .,

I

Figure26: Incidentfrequently depicts events that unfolded both before and after the shooting from multiple camera
perspectiveat once.

Augustus was a 3yearold barber. On July 14, 2018, as Augustus walked down a
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sidewal k near his workplace on Chicagobds Sout
that confronted Augustus expressed suspicion that he was carrying a weapon. When stopped by
the group of officers, Augustus presented his permit to legally carrgaincealed weapon. After
presenting his permit, the police surrounded Augustus. As he attempted to break free and moved
into the street, officer Dillan Halley shot and killed Augustus. Much like in the 2022 Akron
example described abovmmediately aftet h i s f ithe €hicdge Rdlice Department
released two very brief videos containing BWC footage to support their claim that Augustus had
posed a threat to the officers. Again, police violence was publicly defended and normalized by a
claim that a csignalelaireach fiorsa gunoBasedroa the lsgal precedent
established bgsrahamv. Connot he st ate pointed to a Bl ack ma
justi fi cat kscenc ofnadr dtehce sfisopnloi tt o shoot and kil |
footage was presented as especially trustworthy evidence to support this definition of police
violence as a reasonable response to a threatening world of crime.

Whenthe state initially releasddio versions of the brief, silent BWC footage presenting
Halley shooting Augustus, the videos were preceded by -d&sed slide thdtamedthe
situation as an fAAggr av?The first ides which i$ labelledas P o | i
AReal Time, 0 | asts appr otxh emasiesctipyiendf shegiteb y s econ
unfolding in Areal t i meeezesarnd hescalembmments justbefore e c o r d

Augustus was killedinordéro dr aw vi ewer s 6 a higwaist.tThesetond o war d

version of the BWC video is then presented with the samé fitld g gr avat ed Assaul t

20 Chi cago Police Release Body C@mWashifitero of Ha
Post July 15, 2018https://www.washingtonpost.com/video/national/other/chiepoiace
releasebody-camvideo-of-harithh-augustusshooting/2018/07/15/aa7 728 7211e89d53
dccc2c0cabcef_video.html
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Of fiidbaurt o wi t hout the AReal Timeo description.
immediately after Augustus turns his body away from officers to flee toward the street. Via this
digitally manipulated footage, the publicfisthert r ai ned t o focus on Augus
appears to reach behind hisbédy mi nor movement that was il l eg
regularspeed. In dramatic slow motion, Augustus falls into the street after he is shot. The state
then concludes their vidday repatingthefirst intertitle. The public has just witnessedisual
representation of thimatal shooting of a civilian, but the violence has been contextualized as
evidence of the AAggravated Assault of a Pol
When ABC 7 Chicago and other media outlets shared this initelyased footage, they
reiterated (intentional I3Toesaod)t Itdtes stmarcdd
own strategically framed videos, including their textual descriptions of the event as an alleged
aggravated assault and their editing choices that isolated specific moments as clues of a threat to

officers. In turn, the palic was repeatedly encouraged to interpret the silent BWC footage as

evidence in very specific ways. Il n some cases
reinforced the stateds trai ni ngthepinitialvddes s . For
recordingst hey added a description: AChityeamolfio Pol i c ¢

Harith Augustus aft er ®»aVatchingthersitent B\WQ@ recordingafiet h o f
readi ng CNNO scandbaread €samingt hvédr i £iht uat i on as August
with the police, the public is taught to approach this kind of footage as evidepaicef

responding t@ potential civilian threatTo be fairf CNN had only seen this brief selection of the

lDj ane Pathieu and John Garcia, fAChicago Pol i
Pol i ce SABOMDIUlY 1B,@QL8itps://abc7chicago.com/chicagolice-shooting
protestsharithraugustuspolice-involved/3766539/

2 Chi cago PD Rel ease BodyGNdmccegdedrpn 14p2024F at al S
https://www.cnn.com/videos/us/2018/07/16/chicgmpiice-bodycamshootinglc-orig.cnn
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video so far; they were unaware that the footage recorded before the shaotiugling much

of the footage that is appropriated Ingidenti would suggest that police were the ones that
approached Augustus before he presented his permit for legally carrying a weapon. In other
words, CNN likely did not know any more details than what the rest of the public had been
trained to see in the extmely short BWC clips, which focused on the moments immediately
before the shooting. But this is the point: asdtae and many media outlets release BWC
recordings to the public, they ask the public to engage with these iinadpsh onlookers are
predisposed to trus$tin a search for clues of a spéiecond decision in response to a threat,
which might justifypb i ci ngds status quo.

As | explained above, since the 2010s, the state has faced growing pressure to publicly
legitimate policing. By 2018, when Halley killed Augustus, many protests were unfolding across
the nation in response to bystander videos and many accusations qfak@esbrutality. In the
specific context of Chicagaity officials wereattempting to maintain control oviteirimage
(and the citybés residents) as the public wait
fatally shooting Laquan McDonald in 2. The killing of McDonald, which was recorded on
eventuallyreleased dashcam footage, was central to many protests and public calls for BWCs in
the late2010s. In other words, in this specific Chicago summer of 2018, tensions were very high,
the state wa particularly pressured to defend its actions, and the evidentiary statateof
surveillance videowas facing intense scrutirfy® In this context, the state recognized the need
to reinforce its training processes and to dowldle/n on its defensive narratives when sharing

and discussing the BWC videos recorded during the killing of Augustus. Police Superintendent

2Mitch Smith, AChicago on Edge as Officer Who
T r i ‘@hke New York TimeSeptember 4, 2018,
https://www.nytimes.com/2018/09/04/us/laguacdonaldvandyke.html

173



https://www.nytimes.com/2018/09/04/us/laquan-mcdonald-van-dyke.html

Eddie Johnson publicly reiterated the discourses of transparency and objectivity that surrounded

initial BWC adoptions. Johnso%Intuitharidefemding AThi s

the officersdéd actions, on behalf of the state
through the lens of the pe@rahamv.Connod e f i ni t i on of police viole
happen at a split second and® fficers have to

The Chicago Police Department and many news outlets encouraged onlookers to focus on
Augustusd minor gestures during mere seconds
Incidentmuch | onger portions of the policebs BWC
space for considering the consegqguences of the
explore a process of policed looking in response to this training, | will fmtasscene that
occurs after the momeitatradease sf 8Wa&footage. Ibthisstehee p ol i
Officer Halley nervously attempts to leave the area where he had shot Augustus. As the police
cordon off this location, tensions begin to rise between bystanders and the officers on the scene.
Incidenbs superi mposed digital text reminds viewe
community were already at a tipping point due
murder. Inincidenb s appropriated surveil |l ancambilanaet age,
to arrive and to transport Augustusd body awa
and more public attention. As Halley and other officers impatiently wait, the angry cries from
bystanders grow louder. In this unstable situation, Mated his partner begin to verbally

express concerns for their own safety. On camera, these officers start to vocalize fear for their

2%4p R. Lockharti Af t er t he Harith Augustus Shooting, C
i n the ¥qmxduyllé, 2008, , 0
https://www.vox.com/identities/2018/7/16/17576934/haatilyustusshootingchicagoepolice
departmenbody-camerafootage

25| ockhart,iAf t er t he Harith Augustus Shooting. o
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own lives both in the moments immediately before Halley shot Augustus and in their attempts to
flee the tense location where the shooting took place.

Through its tactics of appropriation and montage, this brief scene makes visible and

analyzable many concerns abouthowtolacgk BWC f oot age in response

processes. To begimcidentappropriates footage recordeddBWC, which wasmounted to
Hal | ey 6 mamau ®fficerrMegan Flemiihn the BWC video, Flemin frantically argues that
Augustus had scratched her arm in theeghootingaltercation This vocalization of a perceived
threat directly positions the acti®af Flemin ancher fellow officers within the framework

constructed bysrahan v. ConnarAs Flemin claims she wdsrmedby Augustus, her shaky and

di storted BWERBischeicoradbhsagructed by Fleminbds al
Augustus allegedly scratched lieappears to offer visual evidence of a brampiredofficer

that reasonably responded to a dangerous situatiomnddentv i sual | y contrasts
shaky BWC footage with images recorded by a distant and static surveillance camera. This

di stant surveillance camerab6s footage present
witnessingonF | e mBWIC) it onlookers are now encouraged to also view these actions from

an alternative, stable perspective. I n the ov
awkwardly flails her arms around Augfgurset usd de
27) . I n the concurrent BWC footage, the office
defensive; from the wider camera angle, the o

and insultingly indiff ghbesidehert o Augustusd dead
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Fucking pulled back;
scratched the shit{out of me

Figure27: By visually contrasting two different perspectives of the same monmerdentinvites a reflexive look
that considers how we are trained to read BWC videos as evidence of an endangered officer.

To some extent, the BWCO6s shaky recordings
described above, including the canaagledefss pl ace
that is designed to capturédad of visual information. Yetncident pixtaposition of the shaky
BWC recording and the distant surveillance footage offers a chance for viewetsegnize how
they have been trained to interpret BWC images and their formal characteristics in specific ways.

Of ficer Fleminbdéds shaky and distorted BWC foot
fictional action or horror films, as well as the playé s p er s p-parsbnshoeteri n f i r st
videogames. Because the public has been specifically trained to interpret BWC footage as an
objective and trstworthy record for holding the police accountable, this kind of footage can

providean especially persuasive mode of visual &ev
uses of force. In response, policed looking enables viewers to recognize the processes through
which these kinds of recordings are used to position Flemin anahieepHalleyi the shooter

T as threatened victims, rather than perpetrators of violence.

Incidentthen layers on a third camera perspective. In addition to the distant overhead
surveillance camemcidentangdeFI emmbeés BWC| eyds own
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captured in the moments after he shot and killed Augustuiscitlent s -scpeéned BWC

videos, Flemin appears to be heroically prote
own BWC is depicting. Hall ey nervously states
partnersd BWC recofFdesgabeseemthe oftrbvcedesa f e;
search for an escape route. Then, as they rush over to their lieutenant, Halley nervously states:

Al 6m a target. 0o hd elmieutuameaemtt [tyh amtarmer tpartner
these frantic conversationiscidenti nt r oduces yet another camer ad:e
bot h oBWCIfoernra@e, t oweBWGrecardingsraie adddi $o the maong

witht he st ati c s ur v e.ilnthesethoeeoncarem BWCGedoslings,dhere ia g e

no visible threat; thremembersf the Chicago Police Departmeare simply approaching and

yelling at one another (seefig28) . Yet t hi s ar c hi strattgieslhaveu ment ar

invited viewers to begin identifying the ways they have been trained to read these shaky and

distorted images as evidence from the perspective of endangered officers.

JUL 14 2018 17:33:54:06 W |
N 2

- 2

Figure28: Whenlncidentpresents four concurrent camera angles, incluttireg shotsecorcedby BWCs, viewers
are invited to consider how the state has framed these images as evidence of endangered officers.

Halley and his partner then begin to run away. As the scene progtasgimtremoves

the | i eutenantds BWC perspective because he
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The remaining sphliscreened BWC videos produce the feeling that Halley and Flemin are being

chased by an ofcreen pursuer. In fact, as thebétasurveillance footage in the bottom of

Incidenbs busy f rtahrees es uogfgfeisctesr,s are simply joggi n
that is lying still in the middle of acloseddf f st reet. Yet the officers
appear desperate and chaotic in the BWC videos, especially as they attempt to climbreder the

tape that was placeat thescere gpsrimetery fellow officers (see figur29). Thiskind of
contradictionrbetweerBWC | mages 6 seemingly endangered per
is occurring before the camera was famoasiglyzed by journalists dhe New York Timeés

these journalists demonstrategen less threatening situatidnscluding a civilian playfully

dancing with an officei can be read asigns ofathreatin BWC recording€®® Via policed

looking at thejogging scene imncident public viewers casimilarly recognize how they have

been trained to interpret this BWC footage as evidence of officers fleeing a truly dangerous

situation. By complicating initial, trained interpretations, viewers can look agaearch of

alternative evidentiary values.

26Ti mothy Williams, James Thomas, Samuel Jacob
Camer as: What Th®Mew Yarkulim&serd P, 2046,
https://www.nytimes.com/interactive/2016/04/01/us/pehoelycamvideohtml.
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Figure29: As in many BWC videos publicly released by the state, footatieidento f t en pr esent s an of
running, which appears hectic and hurried due to the c.

As this scene continues turther encourage this process of reevaluating the BWC
recordingsjncidentagai n juxtaposes the officersdé franti
cameshats 6l n one of these two surveillance vide
lying on the street (seefiguB®) . Fl emin yells: AGet in the car
front of their BWCs and t owmgleknseslistorttheihi cl e b s
movements, making it appear as if the @ffEemust enter the car to avoid immediate danger.
Incidentprovides the opportunity to linger on these images, which are often absent from the
stateds initial p u bHere,the corsiruetiansabesfleem@io f B WCE efr sdt a g
endanger ment i s dir ectédngountomtprhages di¢ @imde by t he v
s ¢ e meendirsng officersas theycalmly wander around u g u s t u As@ett keid grgues,
the film serves as a r e mchillidgly mcomséquenmt@yw @fi nci den
Augustusods | ife appears to be to the police ¢

lying a few feet from their feet, as bystandesolutely condemn the shooting of their neighbor
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as a mor t2The process & policeddooking provides a path toward recognizing and
responding to the ways we have been taught to actively participate in this indifference as we
interpret these kinds of BWC images as evidence franperspective aofiolent and fleeing

officers, rather than fatally-shotman lying prostrateon the street.

Figure30: In the topleft and-right portions of the imagéncidentpresentseeminglyfrantic movements and
distorted imagefomt he of fi cersdé BWC videos. These r eomaeddy ngs ar
surveillancecameras, which angresented in the lowdeft and-right corners of the frame.

Throughoutncident similartechniques of appropriation and montage, along with the
addition of digital text, invite reconsiderations of how and why the public typically reads BWC
recordings as objective records from the perspective of police officers responding reasonably
in a spit-second to onthejob threatsYet the majority of BWC images recorded, stored, and
appropriated doot explicitly depict the events immediately before, during, and after a fatal
shooting. | ndi vi dvuotehce selivanas catdlgsts forstraining the puldid to ¢ e
interpret BWCrecordingsn very specific wayshutthe publicthen applieshis training to BWC

videosof all kindsin a variety of contextsT'he goal of policed looking, then, is not only to

%’'sSeth Fein, fAlncident in the Old Ale House: D
D o ¢ u me nrheaVillage \boiceNovember 10, 2023ittps://www.villagevoice.com/incident
in-the-old-ale-housedirectorbill -morrisordiscussesis-latestdocumentary/
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recognize and respond to these training processes in the moments immediately following
contested acts golice violence. The goal is to look at pdllice BWC recordings historically
includingvideos that seem to present officers effectively and peacegjuilhg about their daily
activities To conclude, | will demonstrate how policed looking can be transposed to a setting
where the public is increasingly likely to encourtterse typesf appropriatechonviolent BWC

videos: the streamingra true crimelocumentary.

Conclusion to Policed Looking

At the beginning of this chapter, | explained thakespite my initial focus on BWCs,
Black Lives Matter, andl n ¢ i stharmativedof a fatal police shootindg am still primarily
interested in the question of how to look atwawlent archivalimages as evidence related to
histories ofracism andolitical violence. Much like seeminglyeacefulglassplate portraits or
16mm home movies have a great deal to tell us about the Holocaust and the kinds dirstenty
century knowledge produced via encounters with visual evidencejiol@mt BWC recordings
have much to tell us about the status efithage and the construction of stasactioned
violencebs | egi ti ma c il cofcudebyprpgidogpblicetl loakisgatar g u me
appropriated nowiolent BWC videos in a true crime documentalye t f AmepscéndMurder:
The Family NextDor( 2020) constructs a narrative about
of his pregnant wife, Shanann, and two young daughters, Bella and Celeste. This true crime
documentary r aces many aspects of the Frederick, Co
into the victimsé di sappearance, as wel | as C
The true crime genre is filled with these kinds of horrific murder storieshnare regularly
supplemented by archival materials. Yet | have chosenndwae this chapter by practicing

policed looking aAmerican Murder: The Family Next Do@nereafter referred to #smerican
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Murder) and its appropriated nenolent BWC videodecausehis film fits both the archival

and true crime documentary modes. Critics have prdisaetican Murdeffor its atypical

Afdeci sion to eschew the tradit idoaheddtelinespthem of t

dramatic narrator and emotional interviém® construct a narrative entirely out of archival

f oot?hseAmeéricanMurded s opening titl ei Adar dnaptreoruidallys e x

film were captured by police, media, or uploaded to the internet. Personal footage and messages

were also provided by MAitedcandvinrde@sprofriateniaidy and fr

recontextualizes many diverse extant sources, including Facebook posts, television news reports,

convenience store surveillaneordingsinterrogation room videos, etc. | will specifically

focus on the question of how to | ook historic

nonviolentBWCf oot age in direct response to the stat
True crime documentaries suchfaserican Murdemand their audiences enter into a sort

of social agreement. Although viewers accept diverse creative approaches to storytelling, true

crime fans often engage with these documentaries expecting to encounter something real. | echo

Eli zabeth Cdwiaed9s | andasi m ntglaa e midesin® fomriterabtingt hi s s p

with and understanding reality sets documentaries apart from narrative or fiction&Ptilms.

Drawing from Bill Ni cholsd influenti al t heor i

counters a popular belief that the documentary is defined by actuality content, established

aesthetic techniques, or journalistic integryaged content, various formal structures, and

%8B j | al Qmerieas Murder: Thie Family NextDoRrevi ew: Tragedy Recor
The New York TimeSeptember 30, 2020,
https://www.nytimes.com/2020/09/30/movies/americanrderthe-family-nextdoor

review.html

259 Elizabeth CowieRecording Reality, Desiring the Regdinneapolis: University of

Minnesota Press, 2011), 3.
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subjective perspectives can all fit within the documentary label, as long as viewers see the film
with an expectation that their desire for encountering and knowing the real will be saffSined.
twentyfirst:c ent ury true crime documentaries specifi
closely tied to processes of evaluating evidence, drawing conclusions about criminal cases, and
learning about policing and legal practices. In some cpsesilarstreamingeratrue crime
documentaries critique thenifled Statesegal systenand a perceivei mi scar r i ag'e of |
In other cases, true crime documentaries align spectatorgheifierspectivef principledlaw
enforcemenofficerssearching for the truth anotecting citizens from a dangerous world of
crime®®?’Despite these two approachesdé very differ:é
processual Ajurificati ond pefctpesoa padicipatonih hat ¢
the evaluation of evidence and the pursuit of jusfige.

On the surfaceAmerican Murded s j ur i fi cati on of i ts audien
suburban father murdering his family seems far removed from debateshaores ofracist
policing. Unlike an archival documentary suchlasident which explicitly engages with these
debatesAmerican Murdedoes not appropriate any BWC videos depicting violent encounters
between white officers and Black citizens (or any other overtly violent encourtedsivhile

Incidenti s designed to quest i oAmeticanéMurgetedlongs®dhe ac c o u

260 Cowie, Recording Reality25.

261 For popularexample, see the first seasonstbe 2015rue crime docuseriddaking a
MurdererandTheJinx: The Life and Deaths of RobertDuiStt el | a Br uzzi , A Mak i
The Case of the Cont e mp olkaw and Hilmanitied0,8a0.2 me Docum
(2016): 275.

262 Forapopular example of this true crime mode, 882020 reboot obinsolved Mysteries

And fora descriptionofsoméi st i ncti ons bet wdradiona true @iche t i on al

modes,se& | i zabet h Walters, ANetflix OrigiThal s: T&t
Velvet Light TraB8 (2021): 27.
3Bruzzi, fAMaking a Genre, o0 280.
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true crime mode that valorizes policing as a necessary defense against dangers lurking next door.
Still, American Murded processes appropriating and recirculating BWC recordings present
an opportunity for practicing policed lookinghichwill revealhowthis valorization of law
enforcement is uniquely bolstered by BWideosand the ways we ateained to evaluatthem
as evidenceln other words, | approacdkmerican Murdeias an opportunity for identifying and
countering the statebds attempts to align onlo
broadly, as well as this tr upositom BWRe/idedsoas u me nt a
evidence of reasonable officers responding to the dangers poseadr®ighbors.

To practice tfs process of policed looking, | will briefly analyze two scene&nmerican
Murder. The first presents police officers searching an empty bedroom; the second depicts
officershanding out missingersons flyers to local residents. In both cases, the BWC videos do
not depict overt violence or racism. Yet policed looking provides a path toward understanding
and responding to the ways we are trained to read these appropriatethB9g&S as objective
records of p o lincldingthiiglégiimdcyeotsystemsrhataipholdcist police
violence In American Murded s ¢ | i maGChtisicanfesses graphic details about how he
killed his wife Shanann. This disturbing voioeer is paired with BWC footage. Although the
voice-over describes murder, the BWC videos do not depict violence. As in requgrse
throughoutAmerican Murderthis scene presengppropriated videos thegvealdomestic
spaceand rooms in the Watt sclirhaaticscdneppeaficalyu bur ban h
presents BWC footage rectad in the master bedroom. As Chris describes the moments leading
up to murdering his wife, appropriated BWC im

spectators with the point of view of an officer entering the darkened bedroom (se&figure
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Figure3L AmericanMurded s appropri ated BWC videos produce a sense
bedroom, even though there are no present threats to the officer at the time of recording.

Chris states: ndl felt [Shanann] get into b

ended up having sex.0 The BWC shakily pans as

continues: AWhen | woke up | aterdiodindtn tthien knoi
gonna work anymore. And she was | ike, O6What h
knew somet hi ng; Ik n e vAmeribaa Mwdetvem gimpscotsrie dladed y e |l s

moment in the BWC shot. The officer is now omingusbproaching another door, this time to

the master bathroom. Even though the murders were committed before this officer entered the
bedrooni’ and even though the officer is not in any direct daingemerican Murded s

juxtaposition of sound and image produces the sense of threat and dread that is so commonly
foregrounded by the state. I n other words, vi
perspective, as in cases when police departments position BU¥g)€é as evidence to justify a

whiteof i cer 6s use of force against a Black civil
ways thafi even before encountering footage of this specific officer entering this empty

bedrooni’ we have already been trained to interpret thisviolent footage a evidence of
reasonabl e and necessary policing from a thre

Chris@®@veogi confession continues: il coul dnbo
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el se. &6 Thlens aidhanbtayoubér e never going to see yo
see them again. Get off me. 60 Now, the office

of fi cer 6s h an-eft mmdar & the frartnehaad pbindsta tflashiight toward ga: b

I n the appropriated confession audio, Chris a
would | ever have thought our relationship wa
flashlight across the bed and room. Thecemter t he | mage i s overexpos el

concentrated beam, while the distorted edges of the frame remain menacingly dark (see figure
32). These appropriated BWC recordings recall the survival horror videogame genre, in which a
threatened character wields a flashlight while approaching doorways into dangerous rooms.
American Murded giewers are similarly positioned with the officer in this dark and seemingly
dangerous space, shining a light and bravely searching for truth abpastii®lence that

occurred here. Via policed looking, viewers can recognizethewtate exploits these formal
characteristics and perspectitesncouragen evaluation ofhis footage as evidenoé a

threatened yet courageous police offidemd onlookerscan better understand how this true

crime documentary iaskingits jurified viewersto participaé in thepostGraham v. Connor

process ofearcing BWC footage for clues of thresthat would defend the legality of police

violence even in encounters with thkend of nonviolent video footage
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Figure32: In this appropriated BWC shot froAmerican Murderan officer ominously shines a light on a darkened
crime scene.

Chris continues: Al told [ Shanann] | didno
In the BWC recording, another officer enters the left portion of the frame. In this slowed footage,
the second officer is also shining a flashlight in the darkened.ratthough there is no
immediate threat to these officers, the slowed;wono | ent BWC i mages recall
frequent attempts to justify uses of force by slowing surveillance footage and training the public
to study small details in the fram@merican Murdeb s BWC f oot age does not
threat to officers, but policed looking recognizes how we have been trained to stdayittiky-
manipulatedmages as evidence of the police bravely facing darigatsnightremain invisible
atnormalspeed As the officers walk through the Watt
told me to get off her, and then | put my han
this key moment in the confession is accompanied by the slowed, unggWiGdootage.
Although Chris is describing the act of strangling Shanann, the audience is foremost aligned with
the perspective of a reasonable police officer that appears to be confronting the danger that
Shanan faced in this bedroom. In this climactic scene fl@merican Murderthe BWCs do not
presenparticularly threatening situations as officers explore an empty bedroom. Yet, via policed

looking, viewers can begin to recognize hibve public has been trainédy the state, news
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media, and many true crime documentariés read even nemiolent BWC images from the

perspective of a threatengdt-reasonable police officer. Notably, policed looking points to the

ways this training process e Xpecall adursivalBhavors 6 f or

videogamedbs perspective, in teaching the publ

Aproofo that | aw enforcement i s a necessary a
In anotherAmerican Murdeiscene, the police are even further removed from any

obvious signs o& criminal threat In this sceneAmerican Murdeappropriates BWC footage of

police officers politely asking the Wattsd ne

of Shanan or her daughters (see figu88). This footagé which was recorded before Chris

eventually confessed to the murdérsr e sent s concerned citizenso6 r

paper flyers and respond to the police office

neighbors. As offiers walk dootood o or , t heir BWCs record citizer

guestions and willingly cooperating with the investigation. Most of these neighbors are white;

they do not seermoncerned abouhe police knocking on their front doors.
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Figure33: American MurdemppropriateBWC images of white citizens peacefully interacting with officers.

AmericanMurded s appropri ated BWC recordings of p

police and community members only rarely offer substantive clues about the murders. Yet, by
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practicing policed | ooking, we can recogni ze
have already been trained to interpret these BWC videggdeance that supports the

document aryos po,reffectizejarid gandnatured policed poactiaes. inthe

twentyfirst century, the state does not only share BWC videos of fatal violence as evidence to
legitimate law enforcement. In many cases, the state circulates BWC recordings of officers
responding to nowriminal threats or calmly teracting with grateful civilian&* Of course,

United Statepolice officers do peacefully interact with citizens by handing out flyers and asking

the public for assistance. That said, how we choose toabpéliceproduced surveillance

images as evidengeattersAmerican Murded s BWC recordings of- of fice
persons flyers are a far c¢cry from the bystand
white police officers and Black citizens that spurred public demand for BWCs (see3#yure

This is the point. If the public does notrecognizand respond to the state
appropriated BWC videdswhether they depict racist police violence or officers acting non

violently 7 will continue to legitimate and normalire@enty-f i r st ¢ e n tstatusyquop ol i ci n

that BWCs were supposedly adoptedrémsform

264For example, seér i st e n 6 Mo Oficeré DoingiHeroicTh i n g s :Réleae$ D
Body CamVideo fromBI i z z\@KBW January 27, 2023,
https://www.wkbw.com/news/localews/blizzarebf-22/policeofficersdoing-heroicthings
bpdreleasesdody-camvideofrom-blizzard

189


https://www.wkbw.com/news/local-news/blizzard-of-22/police-officers-doing-heroic-things-bpd-releases-body-cam-video-from-blizzard
https://www.wkbw.com/news/local-news/blizzard-of-22/police-officers-doing-heroic-things-bpd-releases-body-cam-video-from-blizzard

Figure34: American Murded appropriatd BWC videos do not explicitly depict violendatthe public has been
trained to |l ook at these i mages iasespenseitodhepoliceghreatt pol i ci n

As police departments dramatically increase spending on public relations anteferm
strategies for countering twenrtiyst century critiques of racist policing, civilians will likely
encounter and interpret more BWC recordings in a variety of settings. Althacigentand
AmericanMurded s t echni ques of appropriation and cir
policing and surveillance, both archival documentaries make visible the contentious roles that
BWC videos are playing in debates about past police violence and law enfoi@esmerpp r e s e n t
legitimacy. The goal of policed looking to consider how the public might engage with BWC
footage in ways that emphasize and respond to
evidentiary roles in defending policing as the only reasonable defense against a dangerous world

of crime.
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Chapter 4: ProhCematocebLoio&li ngmages i n Expanc
In theprevious chapters, | contended with various ways images are loo&ed ase@s
evidencan the twentyfirst century So far, | have focused on the evidentiary roles of specific
visual source types: glaggate portraits, 16mm home movies, and police bwdyn camera
videos. Regarding these imaggegories| addressed questions abbotv to lookin response to
historically-specific concerneelated tahe status of the archive aadidenceincluding post
truth denialism, the circulation of ongeivate image# public-facing histories and t he st a
attemptto publicly legitimate policing. In this chapter, | move away from a focuspmtific
kinds ofvisual source typethat are often carefully studied by historians and/or lawyers as
evidence Instead, tonsider how to look at wide range ocaudiovisual archival sources
evidencd includingcommerciallyproduced imagethat originally belonged to television news
storiesand feature film§ in response to a broader twetfityst centuryissue historical
knowledgeis now constructedia aflood ofimages that areapidly appropriated and
recirculatecbeyondthe confines of traditional historiographexts Throughdaily run-ins with
images that have been recontextualizea wariety of newnformal settingsincluding online
and on social medjaresenunderstandings of the past are reshaped in unpredictable ways
Thesevisions of the past afermedby encounters witlvisual source§ r om fihi ghdo and
culture alike, including imagebat havealreadycourted controversy in previogsntextsin
responsgthis chapter investigates quess@bouthow to practice targeted, historical modes of
looking at image$ even especially controversial orieehenwe happen upothese visual
sources in a barrage ofacivated northierarchicaland mixed online visual content.
Manykinds ofvisual sourcearenow easily de and recontextualizeanling often

without consideratiorfor thesediverses o ur ¢ e s 0 . Yertlesaeactatedneages which
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typically lack traditionalcitationsor analygs from professional researchessrve evidentiary
functionsin supporting specific visions of history, even asthesual sourceare shared by
nonprofessional®n social media or in otheettings that are not typicaltgken seriously as
sitesof historical knowledgé production Similarly, imagesiepicting a variety opeople and

past eventarenow commonlyreactivated in new contexts withazancernfor whetherthese

vi s ual spedfiococteantshas been deenfatstoric  Onlookerscanstill encounter

archival images itraditional settings, such as history textbooks, museum exhibits, or
documentary filmgbut theyfrequentlyengage with a wideange of visual sources less
conventionabr controlled environmentdn thesemanyalternativeaudiovisual contexts,
onlookers make sense of the past through diverse approprieigds that originateglsewhere:

in feature filmstelevisionseries livestreamsadvertisements, et@Vithout clear distinctions
betweentheei mages 6 or i gi nalormddces ro fmajgkcoatidsdc tiindrent i
imagescannow be encountered ijustafew clicks, taps or scrollsthrough social media and
elsewhere onlindBecause @&ch of these neencounterglontextshencontributes to an

o n | o oukdersténdings of the pati s ¢ h goal ts o cobhssder how to look at these
varied, fragmentary, angpeatedlyrecontextualized visual sources in ways that recognize and
respond to their contingent roles in produdiwenty-first centuryhistorical knowledge.

To proposeamode of lookinghistoricallyatthese diverseapidly reactivatedmagesas
contingent evidencgd turn tothe archival documentary titlddve Is The Message, The Message
Is Death(2016) [hereafter referred to BM,MD]. This approximately seveminutearchival
documentarywhichinitially premieredas a museurbound video installatiorgppropriates
images froma wide variety ofwentieth and twentyirst century contextsviral YouTube videos,

1960s televisiomews coverage, police dashcam footagentfiims, amateuicellphone
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recordings, anchuchmore.LM,MD6 siewers encounter these diverse images in an-often
overwhelmingcollage thatjuickly movesbetweerseeminglyunrelatedmages spamng
decades of Aswill exgam dedow,dspesificallystudy this archival
documentary as histonplthough this brief film does not includetraditionalchronology o
clearly-statedargument aboytast people or eventsM,MD6 eecontextualization of disparate
audiovisual sources its flow of unnamed imagespens space for considering hbistorical
knowledge is oftegonstructed in thewenty-first century.LM,MD eschews familiar modes of
descriptionandnarrativeclarity while juxtaposing itsliverse appropriated sourc&8ewers are
confronted with a variety of images from the past, which are accompanied by Wanget 6 s
propulsivenecgos pel s ong @ UBytamalydingLiylMD asBist@yyather than a
museurrbased art object or music viddagflect upon its unconventional historiographic
met hods, contend with its appropriated i mages
these images contributettoh e  f i -linead entangledrision of Americanracism and Black
excellence

In response ttM,MD6 snorthodox engagement with a wide variety of visual sources as
historical evidencd,badv ocat e f or a pr ocesaappropgateddnd ipr obl e
recontextualized sources in theline era.Problematiclooking begins from a recognition that
when anyarchivalmaterials ar@ppropriated and recirculated in new contexisluding in
neverending scrolls of audiovisual contemtling they must be looked at as contingent
historical sources. By advocating for this proceggroblematidooking atthe many different
kinds ofarchival imagesve might encounter in neaudiovisuakettings | signal ashift toward
t he ter m mssaociatiorewitatheiugséttted and debatalihés shiftin focus

challenges popular uses of the term problembtany twenty-first century film and media
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criticsemploythsl abel t o i mpl y i ma-geesrinedfdangesseorvalies bi | i t y
Theserecenttrends injournalisticf i | m cr i t i ci sm f ancreasihgtyvigbtec ount
contingenciesespeciallyin an era whemeventheimages produced by major Hollywood studios
are encountered as fragmentsi@w contexts thateorient their meaning$ronically, many
online listsandreviewsappy r educti ve | abels that suggest fii
and settlegdwhilethesef i | ms 6 ibemng geactvatea oresocial media and elsewhere to
produce new meanings alongside many other image types, including those produced by
amateurs

In this rapidly evolving historical and technological contexg, term poblematichas
paradoxically become one of the most prominent static labels in popular film dis;abegste
t hi s fundamentaldink to the uncertain and unsettkamt. example,he label problematic is
frequently applied to films deemed overtly racist, homophobic, sexist, or otherwise offénsive.
Of course, dtiquing and historicizing the specific ways images have Ipesitioned to serve
falsified historical narratives or hateful misrepresentations remains an important task for the film
critic and historian. However, exclusively affixing a broad, stable classificsticm as
Aproblematico to specific films suggests a pr
from the past, d e s pvidéngarynaluds in therpaegemts The btawket teimn g e n t
problematic, when only applied select films, also implies that othésual sourceare

somehomr dluinemati co0 and e v e despite the fact thaitedefl iyl ms 6 mo |

°For example, see Tim Gray, fA10 Problematic F
Variety, June 17, 202Mttps://variety.com/2020/film/news/gomwéth-the-wind-problemfilms-

forrestgump 1234640666/ Ri chard Br ody, AHow to Think Abo
OPr obl e mat The New Vookeaech 1102021,
https://www.newyorker.com/culture/tHeont-row/how-to-think-aboutclassichollywoods
problematiemovies
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images are now dand recontextualizett serve opposing political argumemsa variety of
unlikely contexts, fronmemes tadvertisements to TikTok videos
In response to theskescriptions that imply filmand othewisual sourcesarryfixed
meanings or evidentiary valuesgpproach.M,MD, the concept of the problemat&nd
processes of looking at appropriated and recontextualized egidainceas opportunities to
engage with i mages6 i nsttepwillbe dsedeconstauctd t he wunr
historical knowledge in the futuréo addressheseinstabilities of images and evidence, | will
largelyfocus onLM,MD& appropriatedvisual sourcs that have been deemed especially
controversial omorally dubiousAlthough theseontroversialvisual sources do not explicitly
depictracist violence, thegan bereactivated to suppodpposingar gument s about t he
violent history.By evaluatingthe contingent evidentiary values of images that laéneady been
labeled racist or offensive, | demonstrate tnat | i ma godes idshapingtundergtandings
of the pastemainunsettledl analyzelMMMD6 s pr ocesses of appropriat.
to advocate for a process of problematic looking filv&grounds and cordnts rather than
deniesthemyriad ways any imagé including those that have sparked controversy online or
elsewheré mightcontribute to the construction of historical knowledge in the twérdly

century

Films as History

Before practicing problematic lookinglaM,MD& s a p p r controvérsaatmages as
historicalevidence, it is necessary to briefly trace broader debates surrounding the academic
study of films as historie©nly a few decades ago, it was controversialaom that any film i
letaloneLM\MD6 s unconvelnitnieocanra lv,i snioonni slwobld beanadyzeths a6 s p a

a legitimate mode dfistory. In the late1980s, postmodertheorists and historians began paving

195



the way formany film and media scholars evaluate a variety dfims as historical texts. These

writers suggested that films demand careful analysis in relation to their own historiographic

methods and the kinds of historical knowledge they produnach like in the study of

traditional written accountseaningontheoristsassociated with i st o r i loguiste funy 6 s
asubdi sci pl i nary st ueanerged fargiefthadinensaticaeshnituessoffeo r y o
unique modes afrganizing, narrativizing, and expressinigtory onscreert®® While this trend
especially gained ground in the 1980s, Siegfr
History: The Last Things Before the Laswhich was posthumously published in 1968ad

already opened the door fitiis kind ofscholarkip. Kracauettracesheii s i gni f i cant ana
between history and the two media which portray the world about us with the aid of adccamera
photographytself and photographic fil?®” Building upon his own influential work on cinema

and realism irmheory of Film: The Redemption of Physical Reaktacauer egues thaboth
photographially-produced imageand historyeed i r ect | y | ifinkirsid t o real it
cont i n gethdloweoseveryday experiencd®Based on this view, Kracauadvocates

for flmmaking and written historiographic methods thatianeve st ed i n revealing
commonly experience.if®Al t hough Kracauer remained skeptioc
interventions in the real, he identified the ways that both the historian and film might engage

with the unpredictability oflaily experience As Paula Amad summarizes, Kracauer

%6Formmover view of the i nfl ueRobestF .dérkhofeni, B THeé i ngui
Post moder ni s Beydddthel Great stgreg: Historyias Text and Discourse

(Cambridge: Belknap Press of Harvard University Pres)1225.

267 Sjegfried KracaueHistory: The Last Things Before the L&Btinceton: M. Wiener2014),

49,

268 Kracauer History, 45; Siegfried KracaueiTheory of Film: The Redemption of Physical
Reality(Princeton: Princeton University Press, 1997).

269 Kracauer History, 58.
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influentiallyi e x pl ored the connections between photog
read along the lines of their shared responsibility to the indeterminacy and randomness of daily
life.’°Based on this fAshared responsibility, o Kra
techniques that embraced, r at hheterogeneasflovadft e mpt
contingem experiences.

Approximately two decadesf t er t he publication of Kracau
about the relationship between film and history, historian Robert Rosenstone wrote a provocative
essay titled AHIistory in Images/ History in Wo
Hist or y o Pt \ritirfgy inl1988, Bosenstone opened this influential essay with a personal
admission that his interest in both written history and historical films was relatively uncommon:
AFor an academic historian to becooean nvol ved
exhilarating and ?4Dessribingfirdi-handgollaborapicnsvith éhe c e . 0
filmmakers that adapted his historical research for the screen, Rosenstone warns that

no matter hovseriousor honest the flmmakers, and no matter how deeply committed

they are to rendering the subject faithfully, the history that finally appears on the screen

can never fully satisfy the historian as historian (although it may satisfy the historian as

filmgoer). Inevitably, something happens on the way from the page to the screen that

changes the meaning of the past as it is understood by those of us who work iff #vords.

Rather than dismissing film as an illegitimate mode of history, though, Rosenstone argues that

these distinctions between written and filmic historiographic techniques demand an alternative

mode of analyzing fil ms as houtseanigratigg.the posverofr di ng

270 Amad, CounterArchive 15.

2lRobertRosenstone, fAHistory in Images/ History in
Really Putting Historypnto Film,0 The AmericarHistorical Review93, no. 5 (1988): 1173185.
2I2Rosenstongj Hi st ory 11 | mages, 0O

Rosenstonel médestorylid.
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the written word, one can claim fofineach medi
Rosenstonedbds view, filmmaking and written his
differences i ncl udi ng fictional narrative cinemabds p
emotional data whil e si mul tiameasthatfiimydempdndty i ng d
be evaluated as history on their own terms, rather than simply dismissed as shallow
entertainment’®* For Rosenstone, films as histories are
cinematic conventiondut written histories are also partial and constructed. As Rosenstone
reminds us, Awritten history, and especially
genr e an d?°lh kislajeuveok,€Rosénstone would build upon these ideas to argue that
both filmic and written modes offer legitimate means of constructing histories, but each must be
evaluated based on it?% own fArules of engageme
Postmodern historilHa y d e n  Wh i t e Hstoriagraphy anld Histdriophoty@ d A
which was also published in 198R8sImahtiomediot | vy r e
this projectdds i ntr od--wertiaethccentury tiébates abdlie ont r i but e
perceived unrepresentability of the Holocaust in traditional written fdmtss critiques of
historiographic conventions, especially in cases when historians are attempting to narrativize past
atrocities, White suggested tleartain sufectsdemand nomarrative, unconventional methods.
Transposing these concerns about historiographic conventions to the study of films as history,

WhiteechoeR 0 s e n sargammert almut theherentconstructedness of bottritten and

2“Rosenstone, MfAHILWtory in I mages, 0O
’SRosenstone, HfAHIIWtory in | mages, 0
2°Rosenstone, MfHIIBtory in I mages, 0O
27" Rosenstoneilistory on Film 8
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filmic histories?’®F o r  WHEMerly written fistory is a product of processes of condensation,
displacement, symbolization, and qualification exactly like those used in the production of a

filmed representatio .2’®Building on arguments he had already made in influential texts
exploringhistoriographic theory, including etahistory: The Historical Imagination in
NineteenthCentury EuropeWhite argues that flmmaking makes visible many of the ways all

written historical accounts are selective, narrativizedl manufacture®® White proposes a

specifictermi A h i i® p b oi ttoyadalyze these shared traits between cinema and written
history, as well as their ditsetreprasentatioo of kistoryWh i t e
and our thought about it in visual images and filmic discouiaVhile White emphasizes this
filmic discourseds deviati ons fcompareacademid t en c o
historians to film editorg®?

Thesescholaranfluentialye mphasi zed the c¢close relationsh
onscreen and on the padgéney also paved the way for a younger generation of historians and
film scholars to engage wit h hiptarieatexpressiors abou't
Many of these scholars, including Alison Landsberg BleftheriaThanoulj address additional
concerns about the relationship between traditional written historiograptiyranBor example,
Landsbergracesthe distinct affective characteristics of moving iregij and argues that the

immersive and emotional experiences associated with audiovisual representations might inspire

2’8 HaydenWhite,i Hi st or i ogr ap h y The AndericaiHistorioalReviewd3, oot y
5 (1988): 11931199.

29White,i Hi st or 118p hot y, 0O

280 HaydenWhite, Metahistory: The Historical Imagination in Nineteer@entury Europe
(Baltimore: Johns Hopkins University Press, 1973

Zlwhite, AHiI $18riophoty, 0o

22White, HfAHiI 188 ri ophoty, 0
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specifc modeso f i h i censomushess®’lin turn, Landsberg advocates for modes of filmic
and televisual historiography that cannot be achieved on the page, including a combination of
moving I mageso6 af f e adlexiveeemmaessoutd i Vv iistowersd wi t h s
distance from the padtike LandsbergT hanoul i analyzes filmsdé cons
narratives and knowledgkelowever,Thanouli more specifically argues for a process of
analyzing historical films to reveal a deeper
functions in other settings, including in traditional written historical accoffhEchoing many
of Whi t eThanoubal ragi unes§ilmi¢ histries niagnify, multiply, and intensify all the
key traits of academic written historsAc cor di n g filmic History ®mediatesw,
written history and, in that process, it allows cerfamtures of the latter to come forward and
acquire a certain visibility that was not possible be@$&This approach is clearly related to my
own repeated claims that archival documentaries make analyzable andavisibleekeya 6 s
epistemologicalevidentiary and historiographic concerns.

While the earliest arguments about films as hispoigritized the study oharrative
fiction films or commercial documentarieny examinatiorof LM,MD is specifically inspired
by Jeffrey Skolled analyse®f avantgarde films as histor§?’ Skoller argues that many avant
garde fil ms, especially those that have fdtake

of the postmodern turn, o explore the gaps and

283 Alison LandsbergEngaging the Past: Mass Culture and the Production of Historical
KnowledggNew York: Columbia University Press, 20187.

284 Eleftheria ThanouliHistory and Film: A Tale of Two Disciplingslew York: Bloomsbury
Academic, 2019).

285 Thanouli,History and Film 59.

286 Thanouli,History and Film 59.

287 Skoller, Shadows, Specters, Shards
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historical narrative films tend to concé&t Rather thaimaskingthe unknowability of the past,
theexperimental flmmaking r act i ces privileged by Skoller e
be seen and knowdt®® According to this view, specifiavantgardefilmmaking techniques
point to both the limitations of written historiography and the distinct advantages of films as
history, especiallyor those pursuingeflexive,postmoderist approaches. Each chapter in this
dissertation project has been informed by thisdigbipline ofexperimentafilms as history but
| have more narrowly focused ¢ime archival documentary madgy studying an archival
documentary such &dv1,MD as history | demonstrateny specific investment in concerns about
the relationship between filmmaking, archival images, historiography, and visual evidence in the
twentyfirst century.

Before the 1980sptstudy a nofinear, experimental workuch asd.M,MD as history
would have seemed like a rather obscure or even questionable venture in the fields of history or
film studies. Yethe growing discourses surroundiiiigns ashistory, includingthe legitimation
of experimental <cinema as ,lavescetheistage expioningc e f or
guestions about how films engage with archival imagéssasricalevidenceAs the sub
discipline of films as history suggests, we aarestigatef i | amaloglical relationship to written
historiography, whileetermining itdistinctlimitations andaffordancesThis study of films as
history also has much to tell about the conventions through whilstories about the past are
constructedincluding on the page contribute to this scholarship by arguing that the study of an

archival de@umentarysuch ag.M,MD as historyi a history that is exclusively supported by

288 Skoller, Shadows, Specters, Sharg.
289 Skoller,Shadows, Specters, Shargs.
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appropriated images and souiidsises especially productive questions about the roles of visual

sources as historical evidence in an era of rapid image recontextualization and cironlat®n

The Audiovisual Historical Field

Arthur Jafal the director oLM,MD T is not typically studied as an historian. Jafa first
established his filmmaking reputatHeshat by serv
D a s Bhorilms titled Relativeq1989) andPraise Hous€1991), as well akeracclaimed
featureDaughters of the Dugfi991) The lattermarked the first wide theatricblnited States
distribution for a feature film directed by a Black woman. A few years later, Jafa served as
cinemat ogr ap h eCrooklym(I9945Msi kteh eLseee 6esx amp |l es suggest
production of images has consequentially contributed to understandings ofiBtablstory.

Jafahas since continued workirgehind the cameran severaprojects, includinghe 2016

music videos for Solangedés ADondédt Touch My Ha
J a $§ aar@er in the twentfirst century haveen defined bg shift away from primarily shooting

his own footage and towagdchival flmmaking practices in the art world and music videos

alike. For example, in his (2007%incad Wiachegyes Weosrt 6Jsa yi W
i n t he(20B0),dafa dppropriates images from a wide variety of archival sources, including

some of the same images that appe&MinMD. These twentyfirst centuryaudiovisuaWworksi

which compriseappropriaédand recontextualed extant image$ haveattractednanydiverse

labels:video essay$pund footagemusic videosexpanded cinema, videart, etc.

LM,MD blurs many of the boundaries between these categdr@sduction and
exhibition For example, wenLM\MDpr emi ered i n 2016 at Gavin Br

York, Greg Tatentroduced the project undenultiple classifications fisol o BX hi bi ti or
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mi nut e iviheédewo, @ al outgrowth of arwhednMMRd f oun
was later featuredt the Hirshhorn Museund, a f a 6 swagpresepted @dart of a series titled
The Message: New MediaWorks | n addi ti on to tfnesvmedey i es t i t |
curator Mark Beasl ey described the eAsyari ence
walk throughThe Messagehe exhibition unfolds as a musical LP, with each work as an
individual track on a r &¢TheWashingtonPestst elce slcy i Pit m
of this Hirshhornexhibit typifies how reviewers tend tbescribeM,MD by alternaing between
variousterms In this reviewfilm critic Ann Hornaday describethfa as a filmmakewhile she
positionedM,MDasafi st unni ng Vv iochihe thana BInf?aAtherahoiars mave
productivelyanalyzedheir encounters withM\MDi n settings | i ke Gavin B
and the Hirshhorexhibitas an immersive, musedboundeventi somethingsabel Parks has
persuasively linked to an ®®xperience of the 0
To further complicate mattersM,MD is oftenviewedb ey ond a museumbés co
environment. For example, in June 2020, in the wake of the widespread protests following

George Floyddés murder, t hi rLMMEavailable asgpartmoa acr os

2Greg Tat e, fMideensc8leAngkuingafads Meta Love an
Reportag@in Love is the Message, The Message isD@dtaw Yor k: Gavin Br own
Enterprise, 2016)

Pl The MdNswa Me:di aHirshloornlkascessed April 14, 2@,
https://hirshhorn.si.edu/exhibitions/messagsv-media
works/#:~:text=The%20Message%3A%20New%20Media%20Works%20was%20a%20transfor
mative%20journey%20through,life%20in%20the%2021st%20century

222Ann Hornaday, f FiMakesHia Kishthorn®ebtt witha StudnindVideo

In st al [TheWiashingto® Padiovemberl5, 2017,
https://www.washingtonpost.com/lifestyle/style/filmmalegthurjafa-makeshis-hirshhorn
debutwith-a-stunningvideco-installation/2017/11/15/7733796a0f11e#8321

481fd63f174d_story.html

28 sabel Parkes, f@dAAdrian Piperdés OBudimhexi cal Pr
Contemporary8 (2020) https://doi.org/10.31452/bcj3.indexical.parkes
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free forty-eight hour online streaming eveiit.Others, including myself, have since watched
unauthorized copies @M,MD on YouTube or other video sharing platforrab1,MD6 s o0 wn
journey from official art world installation to unauthorized circulation on social media platforms
illustrates the ways many imagieslespite their original sites of exhibitiérare now
encountered in diverse settings that challenge hierarchie©af gh 0 or AslleiwWo cul t u
explain below].M,MD& ewn processes of appropriation and montaggich juxtapose a wide
variety of amateurand professionallproduced materials reflect this era of expanding access
in which diverse images and sounds rapidly circulate to produce understandings of the past in
new contexts.

At the end of the twentieth centunyivian Sobchack described this blurring of lines
bet ween the 0hi g lhfomaistaty textbooks to higtdriclfilsto ather
visualmedidt hat were shaping many ARAritngnad®s 6 hi st o
Sobchack sought a clearer understanding offigterically specificways individuals were
making sense of the past in a®fpaceddingtoe ficompl e
Sobchackthe twentieth centufy s hadhpdloduced an imagaturated American culture in
which it was becoming increasingly difficult to separate or hierarchize the many different
encountere ontri buting to individual s6 paguesdthata l unec

T in an era when historians and everyday spectatorsemeceintering images and historical

4Sebasti an S mMostPowérfdWerks of¥/ideb Artevill be AvailableFree

Online thisWe e k e n d WhHreuMustWa t cTie Washington Pasiune B, 2020,
https://www.washingtonpost.com/entertainment/museumssbitiee-mostpowerfulworks-of-

videc-artwill -be-availablefree-online-thisweekenehereswhy-you-must
watch/2020/06/25/941d5d36/1c11eaa51055bf26485¢c93 story.html

2%vivian Sobchack, fAThe Insistent Fringe: Movi
History and Theorg6, no. 4 (1997):420.

%S 0 b ¢ h a clksistenfiFFilge 0 5 .
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narratives in a variety of placéshe words read in an academic history book could not

supersede the influence of images encountatrtrek cinemaor on television. According to

Sobchack, in an imaggominant, massne di at ed cul ture, fAone discou
another: the acquisition of what counts as 0l
that historical knowledge whichisdeemid | | egi t i ma t.6% 16n sOtneyet ch,o | o gi c a

encounters with a variety bistoricized imageand narratives from a variety tafxtual sources
both layer themselves and sit beside each other as the historicaldigdidnone of them can be
completet®y erased. o

To articulatenow theaudiovisual historical fieldvasexpandingatthe turn of the
century, Sobchack analyta video collagethatoriginally aired duringNB C & 9 96 New Year ¢
Eve broadcast. Sobchadkscribeshe 1996 yeae n d v nod-ahronlsgicajuxtapositions
of seemingly random images: an unspecified snowstorm, an O.J. Simpson court appearance,
thenpresident Bill Clinton at a podium, an unidentified group of dancers performing the
Amacarena, 06 a shot fr omfilRdbependenc& Dafha0sd)iec hds bl o
For Sobchack, although this televisual montage of appropriated imag&sod construct a
conventional | inear historical narrative or e
should not be dismissed as ampty compilationOn the contrary, this nemerarchical,
affective encounter with l996dmenppahcevmadeg no
historical field and thavaysin whichlate-twentiethcentury massnediated culture was
i ncreasi ngliymediarps#® In @heraverds, bl juxtaposingnidentified footage

from both Ahi g hiowittout drgafiding these imagds aroundgasclear beginning,

®’Sobchack, fAThe8lnsistent Fringe, 0
2Sobchack, fAThe8Insistent Fringe, 0
°Sobchack, fAThelll nsi stent Fringe, 0
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middle, orend theN e w Y e a videalluskates the ways historical knowledge is produced
within a steady flow ofecontextualized visual sourcédthoughLM,MD has earned many
high-brow artworld accolades, on an historiographic level, Jafa builds upon methods very similar
to thoseusedb y N B C dasgotiero1®96 video. LikBIBC6 sollage LM,MD includes a
variety of unidentified imageskenfrom seemingly unrelated conteXtsncluding amateur
videos, TV news footage, and theatrical filim® corstruct anon-chronological affective
history of the United StateBor examplea sequence ibM,MD includesan amateur video
recording of a young boy desperately yelling at his mofbetage from Hollywood director
Ri d | ey bighudydt pradsctiodlien (1979), lowgrade videaecordingsof white police
officers beating a Black man, and a video of dancing at a New York City LGBTQ+ ballroom
event. These sources are conne¢ctedat her t han segregated into dh
A popudcaalitydd ofr i fthrooghUMdD® editingand thedynamic sounde f We st 6 s
AUl tr al i dgidaanmont&yeeack of these diverse souriteapproached an equally
problematic elemenh an expandingudiovisual historical fiel.
In addition to the video of dancing at a New York City LGBTQ+ ballroom event, many
otherappropriated images throughdwil,MD depict various forms of dancing and/or activism
These images includgeyon@ dancing on a balcony, 1960s protesttanscing like Chuck
Berry, amateur footage of a woman twerking, Michael Jackson dancing in a car, Brooklyn
dancer Storyboard P, and a shot of the two ad
film Killer of Sheed1978) In Killer of Sheep s -knewnldance scene, a husband remains
distant from his wife despite the intimate proximity of their bose® figure35). Clifford

Thompson aptly describes this husbanddés fAemot
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againstthdd | eakness and hopel e%EEMMDreactivafes thesedodiesu r r o u n
in motionwithin a historical field that includedecadespanning records of movement and

resistance. By linking(iller of Sheep s d e t a ¢ hneadesotitaenkmg celehities

dancing, andhemore explicit collisions of dancing and protasthemarcher8 ChuckBerry-

like motions,LM,MD does noapproaciB u r n grouhddreaking narrative film, homemade

dance videogjocuments of protestorstc.,as offering fixed, hierarchiclistorical values.

Instead LM,MD offers an opportunityo look problematically and tthink critically about the

ways moving images fromarrativefiims and elsewhereollectively contribute to

understandings of the pdsin this case, amterconnectedmerican history of dance and

political resistancekM(MD6 s mont age invites a procesm of pr
archivalimageas mor e fAhi stori c o ;each domtribges tothentewentg 0 t han

first cent ur ysatgrates histdricalifieldgn unpredicafle ways

Figure35: LM,MD appropriatesawek nown shot fr onKilleCof8heépes Burnett s

30c| i fford Thompson, fiGood Moments in a Tough
Cinéastes, no. 2 (2008): 32.
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LM,MD6 morthierarchical collision ofisual source6 r om fAhi gh, 06 Al ow, 0 &
everywhereiro et ween has been succinctly described e
| e v e P By anglyziag this film as history, thoughv,MD0 s -mevarchicajuxtapositions
of diverseimage types and subje@s read hereas pr ocess of Ahiostoriogr
through which spectators are invited to actively engage with each image as an equally
meaningful and problematic contributor to their personal understanding of th&gastclear
Jafai like all historiang selecs certain image$o serve as evidence in this film as histomhile
excluding countless other&nd, as | have beearguing in relation to all archival images
discussed throughout this projelci,MD6 eeactivated visual sourcese themselves medl,
partial, and historicatill,t hi s ar ¢ hi v anbnhidrarachinahmeontagencourégss a
mode of looking thafioregrounds the ways twenfirst century onlookers construct historical
knowledge through a wide variety of images without a clear division of solMe¥D6 s
historiographic levelling draws attentioniow all images despitetheici r cul at i on i n f
Al owo Badprobilemagicyetprominentcontributors to individual 6 hi st or i cal f i
theirunderstandings of the pastnd, by analyzind-M,MD as a noflinear history of
celebrationhate, protest, violence, resistance, and creatiwigycan consider how this archival
documentary encourages viewrgsonfrontits visualsource6 pot ent i al newl es i n

visions of American history in the future

Unsettled Historiesin Love is the Message, the Messag®eath (2016)

Up to this point, | have mostly focused bM,MD6é eeactivation ofappropriated sources

t hat might be deemed Apositived representatio

SlRobert Enright, @ GordeeCGossingdo ke 3@0I2¢) Musi c, 0
https://bordercrossingsmag.com/article/cindrke-the-music
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specificallydescribed hi s ar c hi v atllisich@fimagesepictag dantess and
activists, as well as a scene frétitier of Sheep one of the mosaicclaimedndependent
Americanfilms about Black life. For the remainder of this chapter, | shilft focustoward
LM,MD6é tactics ofappropriation and montage in relation to visual sources that have been
previouslydeemed racist atherwiseoffensivein some wayAs | explained aboveyroblematic
looking aims torecognize and respond to the contingent use valugsw$ual sources
includingespeciallycontroversiaimagesthat have attracted static labéls an era of online
circulation and social medido begin, | will practice problematic looking BM,MD6 s
appropriated viral videos that have begeaviouslycritiqued as contributing taspecificracist
Internettrend Theviral videos involved in thisad, which Aisha Harris callshei 6 hi | ar i ous 6
Bl ac k nteendgtyplrally include segments of television news interviews that were
recorded immediately after dangerous situatt3fsccording to Harri® ¢ r ,ithevirad u e
A a p p e thdsakinds fof videosnd thecirculating footage of theBlack interview subjects
fiseemsrootedin@c ol or ful 6 style that is always | mmed:.i
c | a%$eftepasin thecases of thinterview clips appropriated dyM,MD, thisappeal leads
to the reproduction of thiaterviewsubjet¢ sdmageand voicen a variety of memes and other
appropriationghat are shared by others already familiar with linoader Internet trend

LM,MD appropriates moments from one of these viral videos, which originated as a 2016

interview recorded by Tul s a *Imhslintetviewndichelle ABC a

32Ai sha Harris, AThe Troubling Vi rSateMay7end of
2013, https://slate.com/culture/2013/05/chaftesnseyamandaberry-rescueibecomesnternet
memevideo.html

WHarris, AThe Troubling Viral Trend. o

304 Dominique Mosbergen Tlied®uilding Is On Fire6Woman's Epic Retelling Of Apartment

Blaze Goes Viral Huffington PostJanuary 13, 2016tps://www.huffpost.com/entry/michelle
dobyneinterviewfire n_5695dce8e4b086bclcd5e564
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Dobynedescribes the processeafacuatingher family from theifTulsa apartment duringfae

(see figure36). Dobyne specifically recalls a conversation between herself and a friend as they
decided to protect their children and flee the dangeroudriiteMMD6 s appr opri at ed <c
Dobyne statedi She sai d, O0Somethind aindét right.d | s
building is on fire6 ®heimmediaterecontextualization and circulation of geefinal wordg

At he bui | diierempliy -ow aBtackf nt eo6vi ew subjectds state
turned into gounchline or catchphrase onliriRather thampositioning this controversial suial

sourceas if it carries a static evidentiary valtieough LM\MD6 s pr ocess of hi stor

levellinginvites a problematic look thdtr aws attenti on t o tolasias vi r al

evidence.

Figure36: LM,MD appropriates portion of theMichelle Dobyne interview that was widely circulated in new
contexts online.

After presenting this portion®@o by n e 6 s LM,MD euts toWW@Nwnews footage
of a furniture store engulfed inflamdsur i ng t he Chi cago Ariotsodo t ha
King, Jr . 0teedigus3d).ssis1968 newsofaotages accompani ed by D
voice as she states: heaghval docwnenkaithensutséond we b o
additionalWGN newsfootage, which was recorded earlield®64. Thisblackandwhite shot
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presentdMartin Luther King, Jr. riding in the back of a convertible and waving at the camera

(see figure38). LM,MD6 mon-chronologicakollision of appropriatedelevisionnewsfootage

opens space for practicing problemaicking, which contends with the ways these images

spanning a hal€entury might be repurposed to support a variety of historical arguniretiss
casea2016video thatwaspreviouslycirculated as part of a radizedonline trend is\ow

historiographically levelledlongside visual traces afcivil rights leaderpublic angerand

activism. By rejecting static labelsandnvi t i ng a probl ematic | ook at
LM,MD encouragesiewerstoreconsidet hi s v i d e a$egaluesantludingisguserag

evidence to suppoitM,MD6 s e n thistarygflAmetican violence, protest, and survival.

Figure37.LM,MDj u x t a p o s e2)16deschpyiom ek apartment fire withielevision newsgootage
depictingrising flames during he Chi cago firi otsodo of 1968.
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Figure38 Foot age of the 1968 firiotsod are followed by i mages
became the catalyst for masiynilar protests around the country.

Whi | e S oabalysisaottiked %96 NBC video informs my claims akddfMDG6 s
processes of historiographic levellirgpbchackvas writing at a time when images were largely
consumed rather than appropriated, manipulated, and/or circulatgdeverydayiewers.
Sobchack had probably not anticipated how digital technologies would soon support a shift away
from the mass media model in which NBC largely controlled the means of distributing its New
Year 0s Eve compilation video &mabptopa eelphode a mom
can capture, edit, and/or share images to support arguments about.tAs dastribed above,
Do b y n e-ire intgnoew tvas originally recorded and distributed by an official ABC news
station, but this video quickly went viral in new online settirggs example, momesiof
D o b y nrgidasinterviewi including the phrases isolated and appropriated\dMD i were
widely circulatedn the form of an autduned song and accompanying music video produced by
popular online content crieas The Gregory Brothef®As i n ot he rhilaticu®es of t

Black neighbodo t rend, these appropriations attempt t

305The Gregory Brothersi Not Today (The Buil di ng-Songifyon Fi r e
T h i JAnuary 12, 2016/ideo, https://www.youtube.com/watch?v=XpSOWfFKJIE
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myths of white supremacy and resurfacing historical classist and racial stereotypes. Problematic
looking in the twentyfirst century, thenmust recognize thahese kinds oimagesarenot only

encountereth mediarest he i mages constituting an individed
experienced as appropriationghn memes, social media posts, compilations,ietehich support

new meanings, affects, and historical arguments.

To further explorghe contingent evidentiary valuesw$ual sources this era of rapid
appropriation, | will analyze howM,MD draws attention tds controversial mage s & o wn
unsettled, unfolding histories. IronicalyM,MDf or egr ounds | malevelapibg ¢ o mp |
histories by withholding conventional descriptionghaappropriated imagesnd where they
originated By omitting explanations of tha@ppropriated mage s d® subj ects and p:
LM,MD invites spectators to actively draw thewrconnections between -@ereen images and
oftfscreen experiences, past and present. Static
meanings and values are fofetermined, universal, and unchangiRgoblematic looking at
LM,MD6 s uni d e n tinsidsiha lobecausmaogwd ®nlookers share the same lived
experiences or knowledddealwowmtstirmade 0 mpdstvic
presensignificances itself historical andleeply personaFor examplesome viewers will be
very familiar withLM\MD6 s opening video. This footage ori ¢
news interview in Cleveland, Ohio on May 6, 20lLi&e the video of Michelle Dobyne that |
described above, thisterview widely circulated on YouTube and other online platforms. In this
viral clip, Charles Ramsey describes his rescue of three kidnapped women and a daughter who
had been born dnprisonment (deefiguréd).dafahrams this viral interview to

i sol at e mésainfasneugridsecirculatet i n e s : AANnd -Blhmynameiss, O6Ca
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Amanda Berry. 6 | knew something was wrong whe

mandés arms. Something is wrong@g here. Dead gi vV

Figure39: LM\MDappropri ates a portion of Ramseyds viral news i

By openingLM,MD with the well-knownRamsewideg, this archival documentary
invitesonlookersto consider thie personal experiences withiglcontroversial visual sourées
many prioruses Some viewers wilbe familiar withscreenshotef the interview in popular
memes. Others wild|l recogniizvwhichhbattemptstamggaia f r om
control over hisswnstoryi n t he wake o®ManydfioveMDDd siewers, r cus . 0
though, will recall that parts of the interview were made viral aas with the Dobyne video
described aboviin the form of an auttuned song and accompanying music video produced by
YouTube star§he Gregory Brother®’ As Jaimie Baron arguediispopularc o medy groupo s
fi's o n g i diiike watiousamemes containing stills from the intervieee mp hasi zes Rams

class status and r epr oduc-edablishedkstareatypehichof t he U

306 Charles Ramsegnd Randy Nyergefead Giveaway: The Rescue, Hamburgers, White

Fol ks, and I nstant Celebrity ... What You Saw
(Cleveland: Gray & Company, 201487.

%"The Gregory Brotthdémusd,| WVRPeasdo@iVdmadwaye 18, 201
https://www.youtube.com/watch?v=mqIHpNRRtS0
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