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Abstract Desktop Documentary is a new documentary mode which uses a screen capture technology to
complete the multitasking process of the creator who searches in the Internet Open Archive instead of shooting
with a camera and remixes the selected multimedia contents using a computer interface. In this paper, we
explore the desktop documentary that transforms potential archives into database narratives in the new media
environment, converts cinematic mise-en-scéne into computational mise-en-interface, and transcends the boundaries
between creation and criticism through creative mechanism as curation through stream of consciousness. We also
examine the concept, type and characteristics of the desktop documentary which emerges since 2010s as an
experimental attempt of new media art, a new hybrid genre of mainstream horror film, a new mode of fiction
film, a new mockumentary style, and a new form of video essay and audiovisual critique.

Key words : Desktop Documentary, Database Narrative, Mise-en-interface, Stream of Consciousness, Curation,
Meta-Cinema
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