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Introduction
David Michael Levin wrote about Foucault’s unique approach to visibility: "Foucault arrived at what I shall call 'politic of strategic positions' and that the formulation of this politics enabled him to conceptualize and practice a way of seeing that could function critically, subversively, and deconstructively, resisting the power of panopticism. To the hidden eye of disciplinary power that creates practices and institutions to see and control everything while itself keeping out of sight, Foucault opposes a gaze that could pop-up anywhere and always where it is least expected; a gaze that adopts odd angles and lens; a gaze keeps out of sight in order to be free of surveillance, free to see the workings of power and subject them to a critical scrutiny capable of deconstructing their intricate webs of authority."
 
"52/50" is a project that combines documentary filmmaking and social activism (often referred to as docu-activism).
 For some months, film students recruited to this project, followed and documented the Israeli immigration police at work. The final film was created out of the documentary product, alongside other stories of migrant workers living in Israel, and shed light on the relationship between immigrants and the police. My presentation of the film in this paper will correspond with Levin's characterization of the Foucauldian gaze. I will first describe the background for the project, the reality of migrant workers in Israel as it is presented in the film as a particular kind of panopticism. "52/50" is a reaction to this reality. The uniqueness of the film is derived from the position it takes in relation to the reality it documents: it overtly poses the camera as an instrument of direct intervention. I will aim to demonstrate how the camera's presence in the scenes of police raids constructs a panoptical structure which subverts and alters regular power relations. 
The Foucauldian gaze may also be intersected with the film's function as a document that exposes a certain political structure and provides an alternative view. On the one hand, the film makes a call for action, for intervention, and thus distinguishes itself from political art that merely reflects or aims at raising public consciousness. On the other hand, the existence of the final film is also a statement about the importance of such reflective documents. The filmed footage of the police was therefore used twice: first, it was used as a means to affect and change those particular cases in which the camera was present; second, it was used to create a film whose affect on reality is more difficult to determine, but by no means aspires to create such an affect for many more people than those whose private lives were intersected with the project. For this second purpose the director integrated the filmed footage with more traditional documentary materials, in an attempt to create a compelling and effective argument. In the last section of the paper I will analyze the argumentative aspect of the film, constructed by the interrelation between the raw footage of police surveillance and other more reflective, supposedly objective documentary materials.  
Foucault's account on visibility will be central to my analysis of "52/50"—in relation to both effects it attempts to create. I will analyze as a subversive panopticism the direct encounter with the police; I will also examine how the director created, from this footage, a document that might intersect with Foucault's ideas of critique and the power to change what is rendered visible within a historical moment of a specific society. In addition, I will attempt to link the questions raised through this film with central issues in documentary film discourse. Ultimately, this paper may offer possible ways to conceptualize documentaries, and political documentaries in particular, in conjunction with the theories and concepts of Michel Foucault.   
Constant Visibility: Moments from Immigrants’ Lives in "52/50"
The film "52/50," is a reaction to the continuous abuse of migrant workers by the Israeli state. In 2003 , Israeli police established a new police force called, "the immigration administration," a.k.a. "the immigration police," whose main function was eliminating the number of illegal migrant workers living in Israel. The new police force inaugurated a large-scale operation of raiding immigrant's domiciles and neighborhoods and arresting every immigrant who could not immediately provide a valid visa. Masses of immigrants, with and without valid visas were arrested and detained, while those with no visas were immediately deported. The deportation operation was accompanied by massive public relations, including television commercials threatening employers of migrant workers with the slogan: "It is not legal, and it does not work." The media campaign dehumanized the immigrants' image and presented them as the enemies who are out there to take the legal citizens' jobs.

 Since the early 1990s, the state of Israel permits employers in specific fields to hire non-Israeli workers. The workers, coming from third world countries, receive a work visa for a limited time, usually 5-6 years. The employment system of foreign workers in Israel is anchored in a "binding arrangement," which allows immigrants to work only for one authorized employer, in fields that are considered to be under "workers deficiency." The employer's name is written in the immigrant's visa. Once an immigrant no longer works for his or her authorized employer she or he loses legal status. Only under very restricted circumstances is an immigrant able to transfer employers. For this reason, more than half of the illegal workers in Israel in 2006, the year of the massive deportation campaign, entered Israel as legal workers, and became illegal after losing their jobs or leaving their employers. The binding arrangement is meant to allow the state maximum supervision over the division of labor among immigrants. It also regulates the amount of time a worker is allowed to stay in Israel. In 2006, The Israeli Supreme Court determined that the binding arrangement equals modern slavery, and ordered the state to change it. Since than, only few measures have been taken in order to regulate a new system of employment. Most migrant workers in Israel are still bound to their employers.
 

Immigrants, therefore, live in Israel under strict supervision and constant threat of detainment and expulsion. After the establishment of the immigration police, all immigrants, with or without documents, came under constant exposure to police examination. In the best case scenarios, the migrant worker spent only one day in detainment. Obviously such constant threat disrupts the normal routine and has other deeper psychological affects. Since the immigration police started operating, even places that are considered "protected zones," such as churches, are attracting police visits.
 On March 2009, the immigration police violated another agreed principal and ambushed immigrants on the entrance to the offices of "Kav Laoved" (Hotline for Workers), a human rights organization that provides legal aid to migrant workers.
 Such actions undermine the worker's security and their faith in the very places that are supposed to be their last resort in cases of trouble. The exposure zone of immigrants to the police is without limits, hence the feeling of constant surveillance at every moment of their lives. 
Some of the scenes in "52/50," are evidence of immigrants' constant struggle for invisibility. One may notice the various methods immigrants are developing in order to protect themselves from the police's constant, ubiquitous gaze. One scene shows an immigrant from Africa taking his small boy to the bus station, since he realized that when he takes his son with him, it prevents police harassment. At a festive gathering of the Philippine community in Tel Aviv, organizers station a watchman, whose job it is to alert the celebrators when the police are coming. The film also follows an African immigrant and her Israeli employer who seems to be her close friend as well, who search for domestic furniture that can be used as a hideout for the moment when the police will knock on the door. The humorous scenes, probably staged, in which the woman tries various hiding options, such as a flowerpot and a refrigerator, function as a painfully ironic look at the humiliating actions immigrants are forced to undertake, in order to make their lives less visible and exposed. Kemp and Raijman describe the inverse ratio of the Israeli immigration policy: on the one hand, every aspect of the immigrants' lives are strictly supervised and regulated by the state; on the other hand, the state renounces all responsibility for the basic needs of the immigrants.
 This is illustrated very clearly in the film, as the constant penetration into immigrants' lives is contrasted with the story of the abandoned child, whose father is arrested and no state agency is willing to take responsibility to solve the urgent problem. 
John Rajchman notes that "Foucault's analysis of "spaces of constructed visibility" brings out how they serve to "constitute the subject," the way they serve to construct the spatialization of the subject or his "being in space."
 The experience of inhabiting a space continuously disrupted and supervised by police most likely has a constitutive affect in the life and behavioral habits of immigrants. Against this system of state panopticism, "52/50" strives to pose an alternative panoptical gaze. In the following section I will attempt to provide a close comparison between Foucault's description of the panoptical prison and between a mode of protest—the subversive act performed by the camera in the film. I will analyze the structure and logic of the camera's panoptical gaze and focus on its presuppositions. The effect of this project, as it appeared in the film, will be addressed only in a later section of the paper  
         The Documenting Structure as Subversive Panopticism

In the Panopticon, as it is discussed by Michel Foucault in his book, "Discipline and Punish," the person in the highest position, the director of the Panopticon, is constantly exposed to observation and scrutiny, just as the prisoners are. At any moment an inspector could arrive and put the director’s function to the test.
 The operators of the Panopticon merely serve the system; hence their function is constantly observed and examined. Neither the director of the panoptical prison nor his inspectors and their inspectors are akin to an independent sovereign.. They are all used to support a system whose founding principal is that all aspects of the system are transparent. Yet the Panopticon is based on a hierarchical chain of scrutiny, and none of the observing gazes are mobilized to challenge the system itself. The documentary film "52/50" is the product of a project of social activism, in which the documenting camera is mobilized as a subversive Panopticon which unexpectedly pops up and poses a scrutinizing gaze at the powerful supervising system—the police. The subversive panoptical gaze challenges the authoritarian police system and uses the advantages Foucault delineates in his account on panopticism in order to enact a small change in reality and to interfere in a solid structure of power relations. 

Shortly after the "deportation campaign" had started, human rights organizations began to collect testimonies of the violent methods used by policemen in the arrests of immigrants.
 The director of the film decided to react. As the film opens, he states: "The idea was simple, I'd recruit as many people as possible and we'll follow deportation police cars together and prevent violence with the camera. A cop who knows he's being filmed will think twice before striking." A group of film students volunteered for the mission. The presupposition was that the presence of the camera can affect the behavior of the policemen, and prevent them from using violence against the immigrants. The immigration police cars were recognized by their license plates—starting with "52," ending with "50," hence the name of the project. The project presents an ocular model that generates a certain power relation in the confrontation of the film students with the police—a powerful and authoritative organization of the state apparatus. The project attempts to achieve panoptical power, whose major affect, according to Foucault, is "to induce in the inmate a state of conscious and permanent visibility that assures the automatic functioning of power."
 
Foucault describes the Panopticon as a sophisticated and yet simple structure; a technology of power that turns the gaze into a threatening force. It is "a machine for dissociating the see/being seen dyad: in the peripheral ring, one is totally seen, without ever seeing; in the central tower, one sees everything without ever being seen." 
 The control tower is analogues to the eye that always watches, while the inmates are subjugated to enforced blindness—though technically, of course they can see, their complete vision is blocked. They can never ascertain the presence of an inspector in the control tower; therefore they must act as if they are under constant surveillance. 
In the Panopticon, the human gaze is endowed with authority and power only because of its function within the system, "for it automatizes and disindividualizes power. Power has its principal not so much in a person as in a certain concerted distribution of bodies, surfaces, lights, gazes." 
 Likewise, in "52/50" a technology of power is structured, in which the gaze of the documentarians toward the police turns into a threatening force. The "52/50" panoptical model is of sheer simplicity, it is structured from a man or a woman holding a camera in front of another man or woman. The power of this structure is established through the production of visual evidence. The policemen become trapped in a technological circuit in which their actions are recorded, and can be later broadcasted in various arenas. The camera functions as the control tower, it is the center of power from which the observation is taking place. But this central spot is powerful only within the larger structure of the Panopticon—in this case it is the world of broadcast and communication that renders the presence of a camera fearful in the minds of the officers. 

The documentarians' vision is powerful only once they use it to mobilize the system of documentation. The police officers’ ability to see the cameras does not break the panoptical disequilibrium principal, since the imbalance is created due to the technological superiority of the documentarians. The police officers’ gaze is naked, since it is not backed up with the technological surveillance system. Their seeing the camera only creates the uncomfortable awareness of them being watched. "The efficiency of power, its constraining force has, in a sense, passed over to the other side—to the side of its surface of application. He who is subjected to a field of visibility, and who knows it, assumes responsibility for the constrains of power; he makes them play spontaneously upon himself; he inscribes in himself the power relation in which he simultaneously plays both roles;  he becomes the principle of his own subjection."
 Similarly, the subversive confrontation of the photographers with the police is a non-violent one. The documenting system produces the prospect of preventing violence without using counter physical violence. The goal of this documenting system is to subjugate the policemen. Yet it is not a physical subjugation, but a mental subjugation which the police officers enforce upon themselves.  

The Panopticon is "a machinery that assures dissymmetry, disequilibrium, difference. Consequently, it does not matter who exercises power. Any individual, taken almost at random, can operate the machine: in the absence of the director, his family, his friends, his visitors, even his servants." 
 The human component in the Panopticon is irrelevant. The subjugation succeeds not because of an authoritarian person, but because of a spatial system in which men take positions but can be easily replaced, while sustaining the same balance of power. The central tower does not even have to be manned at all times, as long as the inmates cannot see inside of it.
  The personality of the man behind the camera is irrelevant in creating the threatening effect. For this reason, the film students are reminded to use the camera at all times, since their camera is their power. As such, we may perhaps assume that the camera does not have to actually work as long as the police do not know if it works or not. 

One must remember that the panoptical model Foucault is describing is interrelated with other systems that support it. Despite the non violent subjugation achieved within the panopticon, the imbalance relationship is dependant on another very violent act—the act of confinement. I mention this in order to emphasize the space in which the "52/50" panoptical model becomes possible. I already placed it in relation to the reality of mass media and communication that provides the camera its threatening effect. Additionally, the possibility of this nonviolent confrontation to which the police must subjugate themselves is rendered possible in relation to laws and social norms which enable this encounter. The absence of objecting reaction to the surveillance system enforced upon the policemen should not be taken for granted. In the film, one may notice some attempts of the police to question and examine the documentarians' intentions, though eventually no real opposition is posed. At some point the documentarians even enter the police van and interview the officers about their jobs, which, though providing another fertile angle for the film, also creates an uncomfortable feeling. One may relate the consent of the police to the laws of democracy and the transparency of its public agencies. Such explanation brings to mind Levin's argument, namely, how Foucault failed to see how various subversive panoptical gazes already exist in many democracies.
 On the other hand, the closeness between the policemen and the documentarians at the car scene may be interpreted also as a willing tribute on the part of the police in order to sooth more aggressive or powerful reactions, knowing how limited the actual affect of projects like this have in practical terms. 

One major difference exists between the panoptical prison and the panoptical documenting structure of the film, and it has to do with the continuous experience of being under surveillance. I have concluded the former section by referring to 'spaces of constructed visibility' which play a major role in immigrants' lives. The disciplining affect of the Panopticon probably becomes more entrenched within individuals over time, through the internalization of the constant and continuous supervised state. The policemen may feel frightened of being exposed, and therefore adapt their behavior to the camera. However, the fundamental affect on one's subjectivity may not occur as long as the supervision is temporal and surprising. In the following sections I would like to address the question of the affect and influence of "52/50." I will start by relating issues relevant to the film to a larger context of documentary film discourse. Later, I will analyze scenes from "52/50," examining how the issues tackled in this paper are manifested de facto in the film.
The Camera's Affect in Documentaries
The threatening affect of the camera is acknowledged and mobilized in various contexts. Closed-circuit security camera systems are a perfect example of modern panopticism, which manifest the disciplining power of a documenting surveillance device. In documentary film discourse, ethical questions regarding the relationship between filmmaker and subjects are often discussed in relation to the technological advantage of one side over the other. The fact that the filmmaker is controlling the camera, and later the editing process, renders the subjects vulnerable and exposed, unable to control unpredictable aspects of their life that are being put on film.
 Few documentary filmmakers mention that they use the camera to gain consent from their participants.
 Others describe how they use it to disempower authoritarian figures, "The head of the welfare office is not going to be so quick to tell ten ladies to fuck off if they have all that shiny hardware along."
 
In another context, human rights organizations use cameras both as a documenting and a threatening device, in cases of human rights' violations. The Israeli organization, Betzelem, for example, in 2007 inaugurated the project "Shooting Back." 100 video cameras were distributed among Palestinians in the occupied territories, for the purpose of documenting daily harassments and abuse suffered by them at the hands of Israeli settlers and soldiers. The main difference between "52/50"—another kind of social activism—and the "Shooting Back" project is that the declared purpose of the second was to "bring the reality of their lives under occupation to the attention of the Israeli and international public, exposing and seeking redress for violations of human rights."
 Hence, the project was targeted at documenting violence as it happens. Alternatively, in "52/50" the motivation is to use the camera's power to document as a threat by which to prevent violence from happening. 

The difference of goals between the two social projects corresponds with a larger debate in documentary film theory—whether the camera is able to grasp an objective piece or reality or whether its presence is inherently affecting the reality it documents. "The claim that 'this is so,'" argues documentary film theorist Bill Nichols, "with its tacit 'isn’t it?'—a request for consent that draws us toward belief—makes objectivity, and the denotative, a natural ally of documentary rhetoric."
 Yet Nichols also distinguishes between different kinds of documentary gazes that create different affects. Drawing on Vivian Sobchack,
 Nichols refers to representations of death as an epitome for different levels of interference. The documentary gaze ranges between the clinical gaze that emphasizes distance; the helpless gaze in which the photographer's inability to interfere is put forward; and the interventional gaze that abandons the precondition of distance and takes position in the historical event. 
 While the filmmaker who uses the interventional gaze deliberately changes the event he documents, the affect of the other gazes on reality is debatable.
While Nichols acknowledges various levels of intervention in documentary cinema, Baudrillard's notion of simulacra challenges any distinction between representation and reality.
 Baudrillard characterizes our culture as such, wherein the sign/image is no longer a representation of a preexisting reality, but a source of a hyperreality. The hyperreality is created when reality is given its ultimate meaning according to the sign/image. As an example he discusses the documentary TV show "An American Family."
 The show intended to provide an objective glance into the life of a typical American family. In the course of shooting the parents decided to break up, which immediately generated a public discussion whether the break up was a result of the disturbing presence of the camera in the family's life. As to whether the continuous exposure actually led to the family's breakup, clearly reality can no longer be separable from its representation. Since one cannot be thought of without the other, Baudrillard argues that the Loud family's life is hyperreal. However, according to film theorist Phillip Rosen, "The notion of pure excess to reality had never been paramount for documentary filmmakers."
 Rosen refutes the charges as if documentary films pretend to present an illusion of reality, charges that might be implied in Baudrillard's theory. According to Rosen, documentaries rarely claim or wish to present a piece of untouched reality (unlike Nichols' argument earlier). As an alternative view to Baudrillard, he attempts to emphasize the "sequenciation," which is the creation of an argument out of a given set of documents, i.e. an interpretation. Documentary films contain documents that point to events which preexist the spectator's viewing, but the production of sequence from these documents may be perceived as an ongoing struggle for truth and history.

This brief account will help place the questions I raise with regard to the film "52/50" in a larger discursive context. The effect of the presence of the camera is the presupposition that motivated the project. Thus, if this presupposition is taken to be true, the police raid scenes may be defined as an ultimate example of simulacra. However, the Baudrillardian simulacrum negates any kind of an external gaze on reality, such as Foucault's analysis of the panopticon. The panoptical model indeed emphasizes the generative power of the gaze, but it does not object to the existence of reality outside of that gaze. My account of the police raid scenes as panopticism recognizes the distinction between the event and its documentation, but at the same time it also acknowledges their interaction. My assumption is that the camera does create a documentation of reality, but such that it was changed, thanks to the existence of a subversive documenting gaze. It is impossible to determine what would have happened in these particular cases had not the camera been there. As I will show in the following section, the film nevertheless attempts to demonstrate the change the camera has generated, and to reinforce the project's effectiveness. For this purpose, the police documentation is intersected with other stories which contribute to the understanding of the project. Yet as a film, "52/50" aims at creating change on another level besides the direct intervention of the camera, in numerous police operations. The final film is also meant to provide an argument about a certain historical reality—the police's treatment of migrant workers in Israel. In the following section I will analyze the intersection of the surveillance project's footage and other documentary materials, while attempting to demonstrate how the panoptical effect of the project is accentuated by this intersection. Additionally, I will refer to Foucault's notion of critique to discuss the film's second goal—to function as an alternative view on reality.   
       The Political Documentary—Direct Intervention and Alternative Views
"52/50" is composed of two kinds of documentary footage: the footage from the film students' surveillance patrols, and a more detached documentation of various personal stories, as well as some scenes of preparation for the patrols. The difference is evident not only in subject, but in the style of photography as well. Nichols characterizes the intervening documentary gaze as that in which "the camera becomes more than an anthropomorphic symbol and locus. It becomes the physical embodiment of the human being behind it. When it moves into a potential line of fire, it is the body of the filmmaker that has done so and a sense of acute physical risk is conveyed to the viewer."
 In "52/50" one may recognize exactly this kind of quality in the patrol scenes. Clearly the documentarians are less preoccupied with the quality of the shots than with achieving the panoptical effect and threatening the police with the camera. They are immersed in their social role, following the police wherever they go and making themselves constantly apparent to the police. The outcome is shots that do not look as smooth or professional as the average film. The camera jumps and moves abruptly, and as Nichols describes—the camera seems to embody the body movements of the anxious and excited documentarians. Though the documentarians do not seem to be under actual risk, it does seem that they struggle to aggressively create space for themselves within the arena of the police arrests. 
Beside the patrol footage, the other scenes in the film are the product of a different kind of documentary gaze. Those scenes were photographed by a professional crew, probably with more equipment than the film student used in their physical encounters with the police. The camera is stable, and projects more objectivity and less involvement. In some of the scenes the gaze is empathetic, and the documentarian is somewhat present, as his voice is heard when he conducts intimate talks with his subjects—such as the African child who escorts his father to the bus station daily for fear of the police. In other scenes, the camera is supposedly not present at all, except as a transparent lens to reality. This reliable and objective quality is used in order to produce from the final film a compelling argument. 
The argument of the film is double: first, it aims to present the surveillance project and persuade the viewers of its efficacy; second, it aims to expose what the project attempts to prevent—the violent methods of operation used by the police against immigrants. For both purposes the documented police raids are intersected and juxtaposed with other kinds of footage. As mentioned earlier, determining what the camera's effect was on the events is impossible, especially as some of the scenes in the film are quite violent, and the documentarians seem as passive viewers rather than an interventional force. Not accidentally, the first arrest presented in the film is also the most violent—two policemen arrest an East-European immigrant. The woman physically objects to the arrest and the policemen violently push her into the van until she lies on the dirty road while they aggressively pull her hands and legs. The scene is difficult to watch, and the passivity of the bystanders, including the documentarians, is disturbing. In the following scene the documentarians are watching the footage with the supervisor of the project from the "Hotline for Migrant Workers," who assures them that without their presence, the outcome would have been much worse, and the woman would have ended up in the hospital. It seems that the documentarians themselves are bothered by the passive role they had to fulfill. But the supervisor's explanation provides for them and for us, the viewers, the reason to go on with the project and for viewing the film. The following scenes will be much less violent, but we may now assume that in each scene the presence of the camera is of some level of significance.
 
An additional reinforcement of the importance of the camera's presence is found in the story of the African immigrant, who lays in his hospital bed, after policemen broke his leg. Though not a police raid, this scene is also shot by the film students, who rush to the hospital after they hear about the event. The rough look that characterizes the student's scenes endows them with urgency and intensity, as if the documentarians arrive just a few minutes too late. It is hard to imagine policemen operating such violence in front of a camera. Indeed, in most of the documented arrests the policemen do not implement much physical force, other than the violent act of penetrating one's home at night and searching it. The immigrant's broken leg is evidence of typical police behavior. This scene thus underlines the effect of the camera on the police officers’ behavior, and more importantly, it supports the film’s argument regarding police violence. Obviously, the scene cannot be seen as empirical proof that whenever the camera is absent the police use violence, but the intersection of scenes conveys the clear message that the film strives to impart.
The next scene, in which the man with the broken leg appears, is exemplary in respect to some of the questions raised in this film regarding the power of visual documentations. The spokespersons of the immigration police are visiting an exhibition which features photographs of migrant workers. In one of the photographs, the African man is displaying his broken leg in a cast. The filmmaker approaches the police representatives and asks them what they think about this photograph. The policemen refuse to acknowledge the police violence and provide alternative explanation for the visual image. The discussion about what really happened, the struggle over interpretation, becomes a collision of unequal forces. This scene is emblematic for Foucault's notion of Power/Knowledge in showing how interpretation of a visual image is established in relation to power and interests. Yet in the debate between the filmmakers and the policemen, none of the sides clearly enforce his interpretation. On the one hand, the police officers’ reaction implies that no measures will be taken to investigate the event and make sure it will not recur. In this sense, the police officers’ reaction becomes the formal interpretation of the event—the immigrant's version is incorrect, since otherwise, according to the conventions of a democracy it should have been investigated. On the other hand, I assume that to the viewers, the man's version seems to be more convincing. Therefore, the image, and the film that exposes and contextualizes it, renders possible an alternative view.    
A similar debate was raised regarding the police officers’ assault of Rodney King and the tape that documented it. The Rodney King story is an excellent example of how visual evidences are merely raw material given to interpretation. Though the juries were presented with a tape taken by a bystander, showing five Los Angeles Police Department officers beating the unarmed King, the policemen were acquitted.  In the trial, the police managed to enforce their interpretation of the tape, hence, formally, the facts were determined in accordance with the interests of the police, and perhaps served a larger apparatus of power relations between whites and blacks.  Nichols refers to the King tape as an exemplary case for the debate on objective representation in documentary films. He argues that "[the lawyers'] skill testifies to the malleability of footage that may document what happened on one level but not guarantee its meaning on another. The historical imprint may attest to authenticity, but meaning remains the result of interpretations applied and accepted."
 Yet in spite of the court's finding, the tape and the trial promoted an alternative discourse that emerged among masses of angry citizens who were not willing to comply with the court's decision. The change generated by the tape was not of the immediate, intervening kind; it resulted from its aftereffect, by viewers’ reactions to it. The police officers’ assault may be aligned with Bausrillard's hyperreal, since no approach to it is possible outside of the realm of its representation. However, it is harder to doubt the reality of its social effect, generated by the outrage of masses of people who perceived it to be an objective piece of truth worth fighting for.
The aura of objectivity was endowed to the King tape due to the non-panoptical character of the documentation, i.e., the unawareness of the subjects to the camera's presence. In "52/50," the question of objectivity is approached from two different directions. On the one hand, the film poses a model for action. It puts aside its role as objective representation, and takes instead an affecting role. On the other hand, the film attempts to make a compelling argument. Not only to change reality through direct intervention, but also to struggle for a new perspective, a deeper view on the police apparatus. Foucault thought of the notion of critique as the refusal to accept truth as it is offered to us. In his research, Foucault showed that systems of power/knowledge make it impossible to perceive what we are used to seeing as other than evident.
 As Rajchman notes, Foucault believed that "one's work is the attempt to change one's way of seeing and living in relation to those specific dangers one does not yet know what to do about."
 Action is therefore interrelated with a change in vision; and this change is significant even before actual change is possible. Only once we realize the conditions that create our vision of reality, is changing these conditions rendered possible. Unlike the view of many other philosophers, for Foucault, those conditions are not eternal, and may not be reduced to one universal principal. One must keep questioning and challenging the apparatus, since each new system creates new conditions that make certain things appear as evident.   
Foucault's perception of critique corresponds with how Nichols characterizes political documentary according to "the extent to which it does not reinforce existing categories of consciousness, structures of feeling, ways of seeing; the degree to which it rejects a narrative sense of closure and completeness."
 Political documentaries therefore reject the obvious, the perception of reality we came to see as evident and certain. They doubt existing social interpretations and offer alternative ones. Such documentaries challenge those social conditions that make us see certain things and not others; they offer us a different perspective on familiar structures. 
In one of the most striking scenes in "52/50" the crew documents the story of a Philippine doctor who is arrested by the immigration police. When the documentarians arrive, the woman is already inside the police car. When she notices the camera, she sticks her head out, confronts the camera, and declares: "please take my picture. I'm from the Philippines, I'm a neurosurgeon from Ichilov [hospital]. And they're taking me like I'm a criminal here." By her statement, the woman recognizes the importance of the visual documentation, and its power in effecting the discourse. Later in the evening news there will be an item on her story, based on the documented materials, which will reach masses of people. This story exposes the inert racism that shapes the policy of the immigration police, the state and society's treatment of foreigners. The brave and articulate doctor does not adhere with the stereotype of foreigners working in Israel. Her non-acceptance of the situation into which she has been put manifests in her ability to confront the camera and describe her narrative. Other immigrants documented in the film find their own way to resist—mostly by hiding from the police and creating for themselves some kind of a safety zone. Yet her small act of resistance mobilizes the power of the camera to document, to expose the existing apparatus and to show what is usually rendered invisible. 
Migrant workers live in Israel outside of society, and for many Israelis, they are perceived only through the service they give and their use value. Though the Israelis’ views are not impenetrable, it is hard to cross the boundaries into immigrants' life, mediated as they are by a system of superstitions, interests and ignorance. The filmmakers of "52/50" attempt to confront the viewers with the racist and unethical foundations that shape the lives of the foreigners among them. One may accuse the filmmakers of an attempt to represent the other, to speak on his behalf. However, I believe that "52/50" is no less about Israeli society than it is about immigrants. It poses a demand to change the reality it aims to expose, a reality shared by the viewer, the police officers, the immigrants, and which inflicts pain on the lives of them all.       
Conclusion

In 2004 a proposal of legislation regularizing the status of children of migrant workers was raised at the Israeli Knesset. The new legislation was supposed to enable the endowment of Israeli citizenship to a large group of immigrants' children. Than Prime Minister Ariel Sharon linked his decision to support the proposal with a television program he saw about a group of teenagers, children of migrant workers who were born and raised in Israel, and perceived it to be their natural home. "I admit that the cry of these children made its impression on me," Sharon had said at the time.
 I have tried, in this paper, to analyze the effect of filmed documentation on social and political apparatuses. I chose to focus on the film "52/50" since it includes an interesting balance between reflection and intervention, both aiming to change a certain reality that is perceived as intolerable.

Though Michel Foucault never spoke about films, I found his theories to be extremely useful in this project. The presupposition that underlines the director's goal corresponded with Foucault's account on panopticism: the power of the gaze, within certain structures, to constitute unequal power relations and affect human behaviors. I attempted to analyze the camera's operation in parts of "52/50" in comparison to the panoptical prison, and found those systems to be founded on the same principals. The main difference lies in the fact that "52/50" operates this ocular system for the purpose of undermining existing apparatuses, rather than sustaining them. This subversive gaze is directed at those who are normally in charge of supervision and surveillance—the Israeli immigration police force.
I also propose that political documentaries are instruments that enable viewers to see what they do not normally see, and to look differently at what we come to recognize as evident. This different view is, according to Foucault, inherent to political struggle. Political documentaries will be those that also provide the ground for action, which does not have to, but may follow the alternative perception that this film helps its viewers to gain access to. In "52/50" there is a double call for action: first, in the model that the film itself presents, a model of intervention rather than detached representation; second, in its attempt to expose an alternative view of the public organization that supervises and controls the lives of a massive population in Israel. Through this exposure, it may reveal to some people the conditions of a political economy that is based on the employment of non-citizens, transparent members of society which many people see every day but do not really look at. 
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