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4Public Stances

Kathy High

The first decade of  the millennium brought about the immanent collapse of  
the empire as we knew it. It was a decade filled with disillusions, dreams gone 
bad, and disappointments. The divisiveness of  governments’ actions, creating 
bad wars and even worse economic deals, isolated their populations and segre-
gated our societies. Public space remains a kind of  commons, however, a place 
of  shared experience, a place to bring people back together. As we can see from 
recent global uprisings, public space is a place of  collective celebration and of  
protest, resistance, prayer, and negotiation. The video and new media work that 
has enduring effect for me is work performed in a public space, stirring a public 
imagination. And because this work somewhat escapes the confines of  the art 
world, it, to borrow from Nato Thompson, “emphasizes social relationships” 
and “constitutes a sort of  political action.”1

This essay surveys six different projects by artists who use video as an inte-
gral part of  their art projects: they take a camera, a wireless device, or a video 
projector to the streets. It is not about documentation of  performances or street 
actions—although these projects may become documentation. It is about how 
these artists use video as a strategy to open up a public dialogue and encourage 
cross-talk, understanding, and public provocation. Themes touched on include 
the plight of  immigrants, recovering abolitionist histories, the failing economy, 
antiwar protests, and public opinions. This essay is written with the same ur-
gency with which the projects were made—coming from a need to act as a trig-
ger for future action.2

Projections

There are projects that use bodies and video projections to break down and de-
territorialize public spaces, to inject a monkey wrench into the neat social fabric 
of  our cultures and, thus, allow for an anomaly, a discovery. Culture jamming is a 
term that now has a long history of  being used to describe this kind of  cultural 
interference, rehistoricized haunting, and resourceful fracture in our civilized 
worlds. Here are some examples of  public projects using projections that have 
opened up new readings of  old themes.3
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A person dressed in a bright-blue head-to-toe hooded outfit walked the 
streets. She looked like a monk or, certainly, a strange, foreign being. She carried 
a small video camera in front of  her and a small monitor behind. She was also 
tethered to a black-clothed, ominous, military-esque person—a helmeted guard 
of  sorts—who stalked behind her with another video camera.

This mysterious couple was part of  the project Negotiations (2006), by  Daniela 
Kostova in collaboration with Olivia Robinson. It was a site-specific performance 
that explored the (in)visibility of  immigrants, or “Aliens.” The artists’ description 
of  the performance “system” is as follows:

The Negotiations system uses readily available computer and surveillance 
technology to create the real-time video. Two characters embody the 
system, an Alien (in blue) and an Authority (in black). Each has a video 
camera which is linked to a computer embedded in the Authority’s cos-
tume. Custom software composites the two video streams to create a 
negotiated final video. The resulting imagery is solely from the Author-
ity’s point of  view wherein the Alien has been replaced with her or his 
own point of  view. The Alien carries a small monitor where s/he and 
passers-by can view the final video as it is being created. The Authority 
rarely takes her camera off  of  the Alien, the surveyed subject.4

These costumed characters appeared highly visible in public and brought 
lots of  attention to their presence. But in the live composite video seen on the 
small monitor carried by the Alien performer, the chroma-key-blue costume was 
keyed out of  the picture—erased and blended with the surroundings,  making 
the performer dissolve and become invisible. The Alien’s handheld camera 
image was keyed into the blue of  the costume and filled the body of  the Alien 
in this mixed-video image. It was this immigrant narrative of  crossing back and 
forth from being easy to spot to flamboyantly visible to faded and disappeared 
that the artists were affecting with their public performance.

In an earlier iteration of  the project, Invisible Suits (2005), blue-suited Kostova 
walked the streets of  Sophia, Bulgaria. A Bulgarian by birth, Kostova returned 
to Bulgaria after spending a few years in the United States. Her return to  Sophia 
in 2004 made her realize the state of  being in between cultures, misplaced, a 
nomad, a gypsy—a feeling as if  she did not belong anywhere. This feeling re-
sulted in the creation of  this visible/invisible costume and project. Kostova 
brought to the public her heightened presence as a foreigner and her sense of  
erasure as she was finally keyed out, cut out, and blurred with the landscape. 
This blurring is the dual reality of  one who exists in a super-self-conscious way 
in public (afraid to be so exposed) but also is unseen, overlooked, and dismissed 
by society. It is an inside/outside view. As Kostova states:
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These suits allow me to explore issues of  silence and absence, integra-
tion and estrangement in different political and cultural environments. 
While drawing from theoretical concepts like the “invisible immigrant” 
and the double consciousness, through this work I am also exploring the 
space between the objective and subjective points of  view.5

Negotiations was the next iteration of  the Invisible Suits project. Here, the 
 articulation of  the figure of  the immigrant and the figure of  the state became 
apparent. Whereas in Invisible Suits a cameraperson always trailed behind the cos-
tumed characters, following and documenting their activities, in Negotiations this 
documenter was brought into the dialogue of  the project—not just as an extra but 
as an equal contender. As Kostova and Robinson write about the work:

As both a conspicuous costume and virtual assimilation act, each perfor-
mance has fostered the development of  a site-specific story. Recurring 
themes that emerged from the performances include: estrangement and 
integration; cultural economics of  “authority”; placidity of  legality; ter-
ritory and ownership; and mediation of  experience.6

Negotiations appeared sometimes playful, sometimes strange, and sometimes 
oppressive. The public was alternately entertained by, confused by, or empa-
thetic with the street performance in Negotiations, identifying their own stories 
with this performance of  otherness. These states of  engagement pushed the 
ideas of  presence and disassociation enacted by the performers, leaving the pub-
lic with a perhaps more complex understanding of  the reality and the negotia-
tions of  alienation.

Recovering ghosts, forgotten voices, and vanished places were impulses behind 
the project Spectres of  Liberty/The Ghost of  Liberty Street, a temporary projection 

Negotiations (2006) by daniela kostova and Olivia robinson, live performance, photograph 
courtesy of the artists.
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and marker that held public attention because of  its ethereal aesthetic. This site-
specific project was designed to relocate a disappeared abolitionist local history 
and literally was a building propped up by air. At the same time, the fierce mes-
sages of  the people behind Spectres of  Liberty were anything but fragile and made 
evident the need for certain histories of  resistance to be revisited and remembered.

The project The Ghost of  Liberty Street (2008), by Dara Greenwald, Olivia Rob-
inson, and Josh MacPhee, was an inflatable life-size re-creation of  the Liberty 
Street Presbyterian Church in Troy, New York—an important meeting place for 
the Underground Railroad in the 1840s.7 Projected onto the inflated building were 
digital animated images and text of  the church’s Reverend Henry Highland Gar-
net, known for his public support of  the fight against slavery. In the artists’ words:

We animated this ghost church through video projections, sound, and 
digital animations representing Henry Highland Garnet and his words. 
The church provided a theatre in which to hold a cultural event that 
brought community members to think more deeply about the space, its 
history, and its relevancy for today.8

The origins of  the project came out of  the artists’ community involvement. 
Living in Troy, Robinson, MacPhee, and Greenwald had participated in vari-
ous projects retelling histories. One project included the politicizing of  Troy’s 
Victorian Stroll—a traditional Christmas costume street fair meant to encour-
age shoppers. During the Victorian Stroll an activist group dressed as Victorian 
laborers and conducted a street protest recalling the actual labor battles that oc-
curred in Troy and Upstate New York in the late 1800s. MacPhee and Greenwald 
were also involved in the anarchist ad hoc group b.l.o.c., which designed projects 
about the history of  the fight against slavery. Robinson had previously created 
large, inflatable projects with different community groups in Baltimore. She 
suggested producing inflatable structures of  Troy’s historic buildings that the 
mayor’s office was at that time destroying (Troy’s mayor, Harry Tutunjian, was 
nicknamed Demolition Harry). From this suggestion and their prior  projects 
around radical histories of  Troy, these artists combined skills to come up with 

Spectres of Liberty (2008) by dara Greenwald, Josh MacPhee, and Olivia robinson. The Ghost 
of Liberty Street Church installation, troy, n.Y., interior shots, photograph courtesy of the artists.
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the premise for the Spectres project. The name Spectres of  Liberty came later when 
they “thought it was relevant that it was on Liberty Street and the project was 
about the history of  liberation.”9

The Ghost of  Liberty Street was held on the corner of  Liberty Street, between 
Third and Fourth streets in downtown Troy, on the evening of  May 30, 2008 (in 
conjunction with Troy Night Out, a local event that opens galleries and stores to 
the public). The inflatable church was blown up with one large electronic fan. It 
rose over a few hours like a ghost from the dead—at once elegant and haunting. 
Video projections animated the inside and outside spaces with Henry Highland 
Garnet’s words from the 1840s: “Let your motto be resistance! resistance! resis-
tance! No oppressed people have ever secured their liberty without resistance.”10 
These words were meant to inspire and provoke the public to consider how they 
could be applied to current political situations.

Hundreds of  local residents attended, including one woman who had at-
tended the original church. The public, while delighted with the piece, felt that 
the artists should have made the project last longer than its one-night existence 
(in fact, this project was produced again in Syracuse in the summer of  2010). 
This public endorsement was appreciated but led the artists to also wonder if  
Spectres was as provocative as it needed to be. As MacPhee writes about the 
public response:

[One] comment was that the event was really great, and the church re-
ally beautiful, but is it possible to translate these representations of  the 
past into the present? Do people seeing this church, which basically rep-
resents resistance to slavery and injustice, transition that acknowledg-
ment of  revolt into a call of  action for today, against the war, or present 
day slavery, or other injustice? A very good question.11

A very good question, indeed. Can public works such as these trigger action? 
And how effective is public art in motivating activism? These questions have 
been asked before this, but at least this project relocated the historic motivation 
for resistance by re-creating a literal space for dialogue, inspiration, and (pos-
sible) action. Spectres of  Liberty/The Ghost of  Liberty Street acted as a reminder of  
our lack of  such public spaces and the need for continued communal struggle 
for human rights.

OUT: Operation Urban Terrain (2003/2004), a live-action wireless-gaming urban 
intervention by Anne-Marie Schleiner, was a street action that made visible the 
violence for which American culture is known.12 In OUT the streets of  New York 
City were painted with projected gaming images to remind U.S. citizens of  their 
continuous involvement in international militarized actions. OUT was not a re-
minder of  9/11 but rather evoked how much Americans strike out against others 
in the world. Much like Spectres of  Liberty, this project also was a call to action.
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OUT was performed in the streets of  New York City just prior to the 2004 Re-
publican National Convention. The convention, held August 30 to September 2, 
2004, at Madison Square Garden, triggered street protests and interventions by 
progressive factions all over the city. President George W. Bush and Vice Presi-
dent Dick Cheney were up for reelection, and many in the public were furious 
that they might continue to push their conservative agenda. Activists were dem-
onstrating across the country, especially rallying in New York. The police force 
mounted and deployed increasingly restrictive measures, including armed forces 
and technology to contain the protesters (such as the Long Range Acoustic De-
vice, which is capable of  firing off  signals of  up to 150 decibels into crowds).13

Anne-Marie Schleiner, who is known for velvet-strike (2002–4), an inser-
tion project retagging shoot-’em-up war games with countermilitary graffiti, 
describes OUT as follows:

OUT takes its name from MOUT a military term for Military Opera-
tions in Urban Terrain. Many military simulation computer games im-
plement MOUT. For example, the US Army developed game Full Spec-
trum Warrior trains gamers in MOUT combat. OUT is a criticism of  the 
increasing militarization of  civilian life, which has been implemented in 
the US and elsewhere since 911. The Patriot Act, surveillance of  public 
libraries, and the increased powers of  government to hold citizens in 
military custody without trial are instances of  these increased powers of  
government instigated by the Bush administration.14

OUT, a public protest performed as an urban artistic intervention, took place 
on August 28, 2004, during the setup for the convention. Late-night performances 
were held in various locations around New York in Midtown, Harlem, and 
Brooklyn. Two women dressed in stealth outfits and high-tech gear negotiated 
the streets, one carrying a laptop and the other a projector pointed at various 
buildings along their route. The projections revealed the rest of  the team working 
in collaboration with the street-walking women. The women were “connected 
through a mobile wireless bicycle to an online team of  five game players located 
around the world. They intervene[d] on servers in a popular online military simu-
lation game with performance actions carried out by the whole team.”15

The New York OUT performance was witnessed by probably just a few. Per-
haps, the online community was more aware of  OUT’s invasion. The intention 
and message were made clear to the passersby with flashing texts that read:

Republicans OUT of  New York. The United States OUT of  Iraq and the 
Middle East. Escalating worldwide Militarism and Violence, from what-
ever source, (right wing oil hungry U.S. capitalists or wealthy Islamic 
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fundamentalists), OUT of  Civilian Life. The U.S. Army and Pentagon 
computer game developers OUT of  the minds of  prepubescent gamers.16

The women performers acted as sexy secret agents, infiltrators on the streets 
with their projected hacked gaming messages. Their performance was also a 
disruption of  the usual military game flow, a raid online to challenge the norm 
of  first-person-shooter environments, a call to action, a provocation for other 
street skirmishes, and a kind of  anarchistic clash with the incoming conservative 
crowds for the Republican National Convention. OUT was a subtle public dance 
of  resistance.

networks

Often projects that involve a network of  public participants to complete them, 
to activate them and to make them a reality, also break down authority, disperse 
ownership, and thus allow the public to define the parameters. Networking in 
these particular cases involves using the Internet and television broadcast net-
works and also simply “networking”—or, talking with people in the streets.

Produced on the heels of  the Argentina economic crisis, garlic=rich air 
(2002) was a project by Shu Lea Cheang about trade, sharing airwaves, and sus-
tainability.17 In garlic=rich air organic garlic was traded on the streets in a 
new artist-initiated economy. The artist Shu Lea Cheang is best known for her 
activist, transgressive, and queer works, such as the Brandon project (1998–99), 
for which she held an online public trial in tandem with the real trials of  the 
men accused of  killing Teena Brandon.18 But Cheang also has a long-standing 
commitment to creating sustainable ecologies. She recently started a long-
term project about farming, to “engage artists in eco-bio-media issues,” on her 
twenty-one-acre farm in Upstate New York called the Andes Sprouts Society.19 
These projects bring together Cheang’s interest in emergent media forms, radi-
cal technologies, and networked exchanges, creating collective opportunities, 
as well as the potential for revolutionary change through sustainable cultures.

Phase one of  garlic=rich air was to harvest the fields of  organic garlic in 
Upstate New York. In the next phase an online live-trading center was developed 
using garlic as the main commodity, its worth determined by the traders them-
selves. Cheang set up the Garlic Credito Trueque Club—modeled after the trading 
clubs in Buenos Aires—with an online digital commons. During the late 1990s’ 
economic crisis in Argentina, when the economy collapsed from huge inflation, 
El Club de Truque (The Club of  Exchange) did not involve exchanging money 
for goods or services but instead developed an extensive barter system allowing 
people to create their own self-sufficient, alternative participatory economies. In 
garlic=rich air Cheang developed a sophisticated online trading site and public 
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market where people could register and then trade anything digital for garlic cred-
its. Ten years in advance, Cheang anticipated our current economic recession:

In a fictional “after the crash” scenario, organic garlic has been re-
cently ordained as new social currency, serving as “credito” for a global 
shared network. In the first phase of  this project, Cheang organized the 
harvesting of  10,000 garlic plants, cultivated by organic farmer Tovey 
 Halleck in upstate New York, by generations of  old and new media art-
ists this summer. These organic cloves, which took 10 years to cultivate, 
constitute the garlic standard in this artist-initiated economy.20

In a final phase Cheang also explored the use of  public airwaves—finding 
open Wi-Fi spots, “network nodes,” around New York City. This notion of  open-
ing up the city for Web users came at the very beginning of  our current Wi-Fi 
culture, so Cheang’s concept of  riding around to find and expose the “com-
mons” was radical for the time. Cheang set up mobile urban farm stands, using 
a traveling painted truck that traveled around New York with garlic to trade.

Once the valuation of  the garlic credit had been established, the third phase 
of  the project focused on enacting a virtual to physical commodities exchange 
through New York’s Wi-Fi network. On September 27, 28, and 29, 2002, a de-
signer truck equipped with loads of  garlic and wireless technology served as 
a mobile urban farm stand. The truck utilized selected New York wireless net-
work nodes for online and on-site street trading activities. Members of  the on-
line Credito Trueque Club could exchange virtual garlic with edible organic 
garlic at the designated truck posts. Passersby also were welcome to participate 
in garlic trading with their own offers.

At the various street-side public trading posts, excited urban participants of-
fered buttons, pens, drawings, food, and other assorted items in trade for the or-
ganic garlic. All was videotaped and uploaded to the Web. Cheang’s garlic=rich 
air was a prefigurative project, imagining organic food as the prized item of  the 
future, and in our current moment of  global recession, the trading club idea 
could excite alternative possibilities for exchanges and the creation of  radical, 
new global markets.

Another trickster extraordinaire, Ximena Cuevas, also uses media for politi-
cal aims. In 2001 Ximena Cuevas produced a video performance piece from her 
on-air appearance on a popular Mexican television show called La tombola (The 
raffle). There, she gave the public back the TV airwaves.

On La tombola the participants flamboyantly performed their parts, discuss-
ing recent love affairs, divorces, and marriages, slinging sexual innuendos at 
each other, flirting with each other, and insulting each other—the usual reality 
TV talk show antics. In contrast, Cuevas, once welcomed by the show’s host, 
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proceeded to act as an extremely bored contestant and refused to contribute to 
the banal discussions.

Cuevas was at that time no stranger to being in the public eye. As a very 
public figure—being a successful video artist and also the daughter of  the well-
known sculptor José Luis Cuevas—Ximena Cuevas used the public media to 
speak about her own causes. Shortly before her public appearance on La tom-
bola, Cuevas was approached by journalists from the popular weekly magazine/
celebrity gossip rag TV notas. They wanted to write a story about the daughter 
of  the famous José Luis Cuevas. Ximena Cuevas presented the journalist with a 
couple options: rather than focus on her as the daughter of  José Luis, they could 
write about her either as an internationally recognized video artist or as a les-
bian. The headline of  the TV notas article about Ximena that week read, “Daugh-
ter of  Famous Sculptor is a Lesbian.”

The next week, the TV notas journalists hounded Ximena for a glimpse of  her 
girlfriend. Ximena’s girlfriend would have nothing to do with her pranksterish 
behavior and refused to partake in any interviews. At the time, I was visiting 
Mexico City, producing a Mexican–U.S. issue of  felix, a journal on media arts, 
with Ximena and others.21 Ximena phoned me early one morning and asked 
me to help her: Ximena and I posed as lovers in three different TV notas issues. 
Her very public celebrity relationship as an out lesbian was a progressive act 
performed before the Mexican pop culture.

The TV notas ruse was done around the same time as Ximena’s La tombola TV 
appearance and probably prompted her being invited onto the show. But with 
this TV public, Ximena took a further step than she had in the TV notas articles. 
Toward the end of  La tombola, Ximena exclaimed to the show’s host that she 
was bored with this so-called entertainment. He became flustered and tried to 
placate Ximena, asking her to speak her mind. Cuevas pulled out a small Sony 
camcorder from the suitcase she had brought with her and started speaking 
directly to the TV public. Looking straight into the TV camera lens, she pointed 
her small video camera directly at the broadcast audience, thus confronting the 
public. Then she asked or, rather, pleaded with the public that they not take in-
terest in her life but rather in their own. In a shaky but determined voice, Ximena 
said, “The only thing I hope is that at least there’s one person out there . . . who 
has a life of  their own, who is interested in their own life, their own life, their 
own life . . . .”

This dare to the viewers presented a break from typical one-way broad-
casting. This break with the mystique of  the corporate dominant culture was a 
challenge to resist capitalism and consumption habits and to participate more 
fully in life. Much like Ernie Kovacs in his famous 1950s TV broadcasts, in 
which he often broke down the fourth wall and spoke directly to the TV audi-
ence, Ximena’s acting out both highlighted an alternative, personal approach 
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to broadcast production and encouraged and challenged the public to act with 
more individual courage.

The compelling feature-length documentary video in complete world (2008), 
by Shelly Silver, also furthers the notion of  individualism and real democracy.22 
In complete world is a collection of  street interviews and public opinions broadly 
about the state of  our existence. Whereas the other projects used the artistic 
work as the central trigger for public engagement, in in complete world Silver uses 
her camera somewhat neutrally—in a way that is open and searching for, in her 
own words, a “cumulative” public voice. And perhaps in complete world is an an-
swer to the challenge set out by Ximena Cuevas to be interested in one’s own life.

This vox pop project was started in 2007, prior to the heated 2008 presidential 
elections. Sensing an urgency in that moment, Silver asked the New York street 
public questions about their sense of  well-being, as well as their individual versus 
collective responsibilities. The project echoes an earlier video by Silver, Former 
East Former West (1994), in which she interviews hundreds of  German citizens in 
Berlin just two years after the fall of  the Berlin Wall, asking them what it means 
to be German at that particular historical moment.23 In in complete world, Silver 
interviews 130 New Yorkers. In Silver’s words, “It is a testament to the people of  
NYC in this new millennium, who freely offer up thoughtful, provocative and at 
times tender revelations to a complete stranger, just because she asked.”24

Silver refers to this piece as a “user’s manual for citizenship in the 21st cen-
tury.” The questions vary from those about self-satisfaction (“What would you 
define as being happy?”) to those concerned with citizen responsibilities (“Are 
we responsible for the government we get?” and “Do you think global warm-
ing exists? Do you feel responsible for global warming?”) to questions recogniz-
ing a general cultural malaise (“Do you feel you have control over your life?” 
and “What are you most scared of ?”). These questions introduce a considered 
dialogue about our collective hopes and fears of  the future. Though Silver is 
perhaps searching to discover some answers for herself  through this public in-
quiry, in in complete world she gracefully weaves (i.e., edits) the interviews into a 
conversation about our shared obligations and accountability for things such as 
wealth, war, and the protection of  civil rights.

In fact, Silver took on the project because of  her own feelings of  dissatisfac-
tion with her life in New York. As she states:

I started shooting in complete world in 2007, because I was angry and disillu-
sioned with the US, and more importantly, NYC, where I was born and 
have put in a good deal of  quality time. This city, “my” city, was (is) in-
creasingly white, rich and homogenized, and I was feeling alienated and 
pushed out economically and culturally. In the interest of  full disclosure 
I’ll add that I was also frustrated with my own inactivity and powerless-
ness in the face of  the disastrous direction this country has moved in for 
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the last eight-plus years. Rather than leave New York and the US, or, per-
haps, in preparation to do so, I decided to take my camera and find out 
who these people were that I was sharing a city with, by asking them 
the very same questions I was asking myself.25

There are no right or wrong answers in in complete world. There are no over-
simplified sound bites. The various opinions expressed are diverse and singular, 
although edited skillfully to be in conversation with one another. Each answer 
builds on the last and allows us to understand the various personalities and at-
titudes. We even identify with different characters as they become more well 
rounded with each cycle of  question and answer, asking the questions to our-
selves. Silver removes herself, as documentarians often do. But this removal is 
more about giving space to the speakers, allowing for a collective public voice to 
rise up and take shape. Silver states:

I instead chose, strenuously, to remove the central authoritative presence 
from my film. . . . in complete world’s structure is based on accumula-
tion. . . . I found this structure of  accumulation allowed for and encour-
aged complexity—having each person interviewed in the position of  
directly answering a question (unmediated by commentator or “expert”) 
and putting the viewer (again without commentator or expert) into the 
active position of  building/making sense of  the film over time.26

This act of  nonhierarchical intervention by the filmmaker is a strategy to 
remember. In complete world shows Silver’s ability to create a sophisticated but 
open-ended public engagement and portray a multifaceted picture of  our state 
of  the state. It also prompts us to ask ourselves how we got where we are today 
and what our responsibilities are in all of  this mess. Silver, like the other artists 
discussed, intervenes in the public voice to invent a new understanding of  our 
power struggles and, through dialogue, empowers us to create new ways to 
remake our world.

nOtes

1. From Nato Thompson’s opening remarks for The Creative Time Summit: Revolutions 
in Public Practice II (2009).

2. I originally thought to contextualize the works with historical references, such as Dada 
antiwar and anticultural projects, Situationist actions, and 1960s to 1970s anarcho-political and 
feminist performance works, but rather, I ask the reader to keep in mind these related precur-
sors of  absurdist, agit-prop ways of  inciting public action and memory.

3. Culture jamming is a term used by Mark Dery in his popular article “Culture Jamming: 
Hacking, Slashing and Sniping in the Empire of  Signs,” which originally appeared in 1993 as 
pamphlet no. 25 in the Open Magazine Pamphlet Series. In it Dery writes, “Culture jammers 
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answer to that name. ‘Jamming’ is CB slang for the illegal practice of  interrupting radio 
broadcasts or conversations between fellow hams with lip farts, obscenities, and other equally 
jejune hijinks. Culture jamming, by contrast, is directed against an ever more intrusive, in-
strumental technoculture whose operant mode is the manufacture of  consent through the 
manipulation of  symbols.” The term cultural jamming was first used by the sound collage 
band Negativland to describe billboard alteration and other forms of  media sabotage. On 
their album Jamcon ’84 (SST, 1985), a mock-serious band member observes, “As awareness 
of  how the media environment we occupy affects and directs our inner life grows, some 
resist. . . . The skillfully reworked billboard . . . directs the public viewer to a consideration 
of  the original corporate strategy. The studio for the cultural jammer is the world at large.” 
Part artistic terrorists, part vernacular critics, culture jammers, like Eco’s “communications 
guerrillas,” introduce noise into the signal as it passes from transmitter to receiver, encourag-
ing idiosyncratic, unintended interpretations.

 4. See http://www.iamwhateveryouwantmetobe.com/site/content/negotiations.
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