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Hades and The American Visual Novel

Authors
Mr. Ryan Daly - Temple University

Abstract

For most of its history, the video game genre of “Visual Novel” has been largely confined to the
Japanese market. While the genre is indeed a significant cultural product of Japan and a major factor in
the Japanese media mix, to conceptualize it as a culturally situated medium ignores the ways in which
Japanese media function in global cultural flows. As such, this paper stands as an early critical
intervention into the phenomenon of visual novel games produced outside of a Japanese context in the
United States. Within the last 10 years, the number of visual novels produced directly in the English
language in the United States has increased precipitously. I qualify these works as “American Visual
Novels” to mark them as a separate phenomenon as “Japanese Visual Novels.”

This paper argues that the American visual novel must be located within processes of transcultural
flows between Japan and the United States. This process is facilitated by international fan communities
who “import” Japanese media and, as a result, become sites of hybridity through the production of
original texts. Thus, the American visual novel is a medium formed through the mixing of American
cultural influences with a Japanese textual medium. Once visual novels are situated as such, we can
come to an understanding of the American visual novel as a product of cultural hybridity. American
visual novels cite and reconfigure aesthetic and ludonarrative elements of the Japanese visual novel to
produce hybrid texts.

This paper is introductory in its approach, aiming at contextualizing the emergence and popularity of
the American visual novel. To do so, this paper will provide a taxonomy of the visual novel as it has
historically been conceptualized. Locating the visual novel within the broader context of manga and
anime’s arrival in the US, it centers the visual novel as a component of the Japanese media mix.
Arguing that the process of fan reception, flow, and “friction” works as a process of cultural
hybridization where fans become the site of cultural mixing, it offers the 2020 game Hades as an
illustrative example of how American visual novels hybridizes Japanese visual novel elements with
other ludonarrative components. The American Visual Novel draws upon a ludonarrative database,
established by Japanese visual novels, as a foundation from which to further innovate. This paper
concludes by discussing how the hybridity of the American visual novel serves as a site of new and
emerging texts, formed at the nexus of fandom, transcultural communication, and hybridity. As such,
the American Visual Novel is a game genre worthy of further academic inquiry due to its ludonarrative
complexity as well as its hybrid identity, suggesting a richness and complexity as a ludic and literary
media form.
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Estrategias visuales en la protesta activista de movimientos

sociales: Eikonoklasmos. furia e imagenes

Authors
Dr. Fernando R. Contreras - Universidad de Sevilla

Dr. Maria del Mar Ramirez Alvarado - Universidad de Sevilla

Abstract

En esta comunicacién presentamos un estudio sobre la fenomenologia de destruccion visual utilizada
en la protesta activista de movimientos sociales. La iconolatria (o la idolatria), iconodulia e iconoclasia
se utilizan actualmente como tacticas visuales para la reivindicacion de la ciudadania en las recientes
manifestaciones publicas. Mediante la profanacion visual, la destruccion de las imagenes y el sacrilegio
visual, el activismo moderno es insolente con la gobernanza nacional y las decisiones politicas que
implican a los conflictos globales. La irreverencia, el sentido irénico y la rapida propagacién en las
redes sociales de los objetos visuales (memes, fotografias, videos virales) enriquece una estética de la
sublevacién basada en el poder de las imagenes. Sobre su influencia en el comportamiento de la
ciudadania han reparado numerosos estudios (David Freedberg, W. J. T. Mitchel, Keith Moxey,
Nicholas Mirzoeff, Gottfried Boehm, Mieke Bal, Horst Bredekamp, John Crary, Douglas Kellner; José
Luis Brea). Asi pues, estos estudios sobre el arte, la estética o la visualidad no se conjuran solo en la
base del recuerdo, sino que participan en la conciencia indefectible, esencial, de todo lo acaecido
durante las revueltas, de todo lo eternamente reclamado por la ciudadania, y que, aunque no lo haya
hollado el poder institucional, es cierto que se podria acceder a ello en la defensa de un destino comin
consensuado. Nuestra investigacion ofrece una reflexién critica en el marco de la filosofia de la
imagen. Desde esta perspectiva humanista examinamos la orientacion belicosa de las imagenes que
denuncian el servilismo de la ciudadania y la brutalidad de los gobiernos tanto en lo politico como en lo
social. En este contexto significativo, los objetos visuales, supeditados a los conceptos revolucionarios,
portan nuevas indicaciones y, traspasada su luminosidad estética, tornan a su funcion imperecedera en
su plenitud testimonial referida a la rebelién. Entre las conclusiones que presentamos, destacamos: a) la
destruccion de las imagenes es una sucesion dislocada, una impavida epopeya visual del progreso; y b)
estas estrategias exterminadoras de objetos visuales generan un régimen escopico lleno de tragicas
perturbaciones reventando las mil fisuras de las democracias y de sus promesas aisladas, taradas con la
conciencia moral de las masas.
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Technology-driven Virtual Production: the Application and

Prospects of Game Engines in the Film Industry

Authors

Mr. Dong An - School of Media and Communication, Shanghai Jiao Tong University

Abstract
Abstract:

The "subversive" technological drive of game engines for film virtual production is gradually being
valued by professional filmmakers. This technical advantage is manifested in the game engine's (1)
Real-time rendering of final pixels (speed + image quality); (2) "Post-production in advance" and
multi-pipeline for project production; (3) Open source code sharing and plug-ins for the Visual effects
(VFX).

Based on the advantages, this article takes the mainstream Unreal Engine and Unity as the
research objects to clarify the application prospects of the game engine in four aspects: Digital humans
with high fidelity, Real-time ray tracing in complex scenes, In-Camera VFX, and Remote collaboration
in the post-epidemic era.

Keywords:
Game engine, Virtual Production, Real-time rendering, Ray tracing, In-camera visual effects
Extended Introduction:

According to Reports and Data (2020), the global game engine market size was 2.16 billion U.S.
dollars in 2019, with a market growth rate of 13.63%, and is expected to exceed 5.96 billion U.S.
dollars by 2027. In the 1990s, filmmakers used to record game screens to produce rough movies, but as
far as the film industry is concerned, game engines have only been valued and commercialized by
filmmakers in recent years.

Taking Disney+'s The Mandalorian (2019) as an example, Industrial Light and Magic (ILM) used
Unreal Engine to build a StageCraft virtual production platform and drive a 20-foot high LED wall to
generate a real-time dynamic background. Unreal Engine's Fortnite technology helped the director to
realize "what you shoot is what you get" on the set, and it is no longer necessary to build a green
screen. The final rendering of the post-pixels can be completed on the set, opening up the shooting and
post-production of the project. "Put the 28-megapixel characters and objects exactly where the camera
needs to capture, and more than half of the content of The Mandalorian is produced in the LED scene"
(Watercutter, 2020), which greatly improves the efficiency of the project.

In addition, we found that mainstream VFX companies have developed unique virtual production
platforms using the open-source code of game engines, such as DigiDoug of Digital Domain, Thruview
of Stargate Studio, PlanV of Painting Practice, etc. As Noah Kadner (2020), executive producer of Epic



Games, said, "Game engine technology is broadening the horizons of film production.” The efforts of
many VFX companies have made the game engine show a good development prospect in virtual
production.

Research Questions:

(1) Starting from the engine technology used by Westworld (2020), Alita: Battle Angel (2019), The
Lion King (2019), and The Mandalorian to analyze: Compared with traditional CG software and green
environments, what are the advantages of game engines?

(2) Through analysis of five new short films released by game engine companies: Lumen in the Land of
Nanite (2020), Windup (2020), Troll (2019 ) The Heretic (2019), and Sherman(2019). Try to answer:
What are the specific and achievable application prospects of game engines in film virtual production?
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Deconstructing Borders: dystopia and time=space

interventions

Authors

Dr. Denize Araujo - Universidade Tuiuti do Parand, Curitiba

Abstract

This study intends to deal with the theme of the IAMCR Nairobi Conference 2021: Rethinking Borders
and Boundaries: beyond the global/local dychotomies in communication studies. The corpus under
analysis is the television series “Lovecraft Country” (2020), a mix of drama, horror and fantasy that has
already received three awards. The series deals with the black/white dychotomy, but this is not the main
focus of my study, although I argue that there is an episode in which a black woman becomes white and
acts as white people in relation to black people, which deconstructs the stereotypical B/W dychotomy.
My central objective is to analyze the way narrative is deconstructed in terms of dystopia and time-
space interventions. Although the synopsis of the series says that the story is about a son, in the 1950s,
in search for his father, it does not mention how episodes are portraying it. In one of the episodes,
characters are surrounded by monsters, like pre-historic creatures living centuries ago. Time is
completely subverted this way. In another episode, one of the protagonists finds herself in a dystopian
future, out of her world. In that episode, not only time is deconstructed but also space. My referencial
frame for analysis is centered in the concept of rhizome, by Gilles Deleuze and Félix Guattari, in their
book A Thousand Plateaus (1880), in which the authors suggest the image of the tree as a centralized



perspective of narrative and the image of the rhizome as having escape lines and plateaus. My
argument in this text is that the escape lines, or time-space interventions, deconstruct borders between
present/past/future in such a powerful way that narrative becomes hybrid and can belong to my concept
of “hypervention aesthetics”, having the term “hyper” as hyperreality and the term “vention” as
invention as well as intervention.
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Transforming and revising: the changing relationship

between fathers and sons in 1980s' Chinese film comedy

Authors

Ms. Lingli Ren - School of Journalism and Communication, Tsinghua University

Abstract

With reform and opening up and ideological emancipation in 1980s, film comedy became an
important cultural phenomenon in China. Current research on Chinese films, however, mainly focuses
on art films and directors from the fourth and the fifth generations, and there is a lack of discussion on
film comedy, a market-oriented and pop culture genre of films. In fact, as an art form under the
supervision of the official ideology, produced by the elite intellectuals, and welcome by the public, film
comedy not only mirrors the drastic changes in Chinese society, but is also shaping the public’s
cognition. Therefore, this paper looks at film comedy as a semantic field of rich signifiers in the period
of social transformation, and as a kind of cultural practice directly involved in the development of
society. It intends to explore film comedy’s ideological function in a specific historical context with the
method of text analysis. Through the analysis, this paper argues that the father-son relationship, which
has the narrative function of serving as the metaphor of “tradition and modern”, “past/present and
future”, became a narrative focus in the film comedy of the 1980s. Through constructing the father-son
relationship in the narration, film comedy sutured the mainstream values and ethos, and provided a set
of thinking modes for the public to understand the past, anchor the reality and plan for the future.
Through the narration of "father transforms son", film comedy released the scars of Cultural
Revolution and anxiety of social transformation, and constructed the identity of reform at the same
time; through the narration of "son revises father", film comedy created an ideal family picture that not
only contained new ideas but also continued traditional virtues, providing emotional support and moral
basis for reform.
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"It Doesn’t Look Like Anything to Me": Westworld’s Encoded

Humanity, Proleptic Visuals., and Musical Agency

Authors

Mr. Max Dosser - University of Pittsburgh

Abstract

The HBO series Westworld premiered in 2016 to critical and popular acclaim for its high production
values, direction, and complex narrative. Through the blending of the science fiction and western
genres, the series thematically explores issues of humanity, agency, and data monitoring. These themes
are not only played out through the series’ sprawling storylines, but they are also encoded in the series’
title sequence. While film studies and visual rhetoric scholars including Georg Stanitzek and Jonathan
Gray have explored the role of title sequences and musicology scholars such as Philip Tagg and Ron
Rodman have looked to the cultural impact of television music, few academics have analyzed the
intersection of the visual and the sonic in title sequences. Looking to the combination of the theme song
and the visuals in the title sequence is vital, as the two channels play key roles in directing what
meaning audiences should derive from the text. In this paper, I draw on Stuart Hall’s four-phase model
of communication to probe how the liminal sonic and visual space of the title sequence can influence
which hypothetical position of audience decoding a viewer may adopt. To do so, I expand Leslie A.
Hahner’s concept of affective prolepsis in visuals to audiovisual prolepsis to illustrate how the
paratextual title sequence visually and musically prepares the audience by encoding the series’ central
philosophical questions of what it means to be alive and the role of agency in the conception of
humanity. The title sequence attunes the audience to these questions through a visual assembly of a
body as well as a musical foreshadowing of a dance of agency and power struggles. Through
considering audiovisual prolepsis, scholars are better able to understand the intention of media creators
and how that intention translates—successfully or unsuccessfully—to viewer experience and
interpretation.
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Photographs and the ‘ways of seeing’ in the global South

Authors

Mr. Lungile Tshuma - University of Johannesburg

Abstract

Photographs and their role in communication have largely been studied from the global north
perspective who then provided perspective on the ‘ways of seeing.’ This paper seeks to take a
theoretical departure and offer new insights into how the people can ‘see’ photographs from the global



South perspective. In this milieu, the paper traces and discuss the concept of ubuntu as providing the
lenses of ‘ways of seeing’. Ubuntu which is considered to be an African philosophy—although the state
of being African remains contested—means humanness and ensures people strives to do good for
themselves and for others too. Thus, the concept fosters ‘communal relationships.’ This study seeks to
shows that photographs are coded with ubuntu values which are then used to structure the manner in
people decodes meaning. This study will do so through an analysis of photographs on Zimbabwe’s
liberation struggle. Photographs will be taken from Joshua Nkomo Museum, an institution of memory
which preserves the history of the country’s struggle around the iconic figure of Joshua Nkomo. The
study will show that ubuntu is used both by photographers and audiences as they decoded meaning.
Thus, this new theoretical insight acts as a springboard for further research on decolonizing way of
studying photographs.
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Autoethnography as a Methodological Approach to
Understand Photo-Agencies’ Shift from Information to

Ilustration

Authors
Dr. Evelyn Runge - University of Cologne

Abstract

When the image bank EyeEm announced the winners of its photo contest “2017 EyeEm Awards”, the
audience learned not only about the jury members, among them representatives from well-known and
deeply respected agencies and media corporations such as National Geographic, BBC and VII Photo
Agency. The audience also learned that the pre-selection from 590.00 photos was done automatically
with the help of artificial intelligence (AI). EyeEm uses and develops Al for automated tagging of
images that users and produsers upload, it analyses its ‘aesthetical quality’, and proposes which images
should be uploaded from the camera directly to EyeEm. One of the founders of EyeEm prognosed a
bright future of visual communication and artificial intelligence already years ago, also in terms of
monetarization: ,,The hype of Al is real, but so is the ROI [Return of Investment, E.R.]. Visual services
and API’s are projected to be a $33 billion industry by 2019. Computer Vision technology is being
leveraged to deeply understand the impact of visuals on things like conversion, retention and customer
acquisition. Al is perfectly poised to deeply impact marketing, from sourcing and editing, to predicting
the performance of campaigns and visuals.*

In my talk, I discuss the changing role of photo agencies and image banks from repositories of
representational images to corporate repositories for further development of artificial intelligence and
computer vision (Peters 2020; Shannon Liao 2019; Smith 2019; Gémez Cruz 2016; Lupton 2020). My
hypothesis is that we must reframe our research about image banks — at its core: photojournalism — by

10



understanding them foremost as tech companies — at its core: data and its monetization without consent
of and shared revenue with the produsers (Bruns 2006; 2008). What does this mean for the status of the
image (as a commodity, as medium or carrier of [meta] data etc.)? Which ethical and political
implications does this development have (Blaagaard 2013; Gross, Katz, and Ruby 2003)? In this
abstract, I only want to mark one aspect: photojournalism is produced within ethical journalistic
standards but the politics of image banks of forming alliances with stock image banks blurs the
formerly clear line between information and illustration.

Relevance to the C{P:

The physical act of seeing and photographing has become easier than ever due to mobile devices like
camera phones. Photography is part of daily routine, likewise the act of taking pictures but public
distribution online (social media, networked images, photo sharing communities etc.). I investigate
these changes with a focus on artificial intelligence, to raise ethical viewpoints towards their growing
use within public image repositories that are fed constantly by produsers who mostly have no idea
about their images’ invisible life and monetization. My talk fits to questions raised in the Call for
Papers “Rethinking borders and boundaries” as I will talk about my experimental and
autoethnographically informed research methods to understand how Al leads to loss of information as
images travel between allied image banks. Since it is work in progress, I welcome any comments and
food for thoughts.
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First Feature Film Initiative: A policy to acecelerate the

transition of the Hong Kong film industry

Authors

Mr. Zixuan Zhu - Hong Kong Baptist University

Abstract

This paper focuses on the First Feature Film Initiative developed by the Hong Kong government; the
intent is to study how this policy has affected the transition of the Hong Kong film industry in terms of
its moves towards creating more local cinema and realism. The Hong Kong film industry has been
divided into local productions and co-productions for many years, and while this research focuses on
local production, co-production must be considered due to its significant effects. The Hong Kong film
industry had a golden era in the 1980s when had a clear identity in terms of commercial production,
especially within the martial art, gangster, and crime film genres. The industry declined in the 1990s,
however, as Hong Kong local productions changed towards the creation of realistic movies telling local
stories. Nevertheless, this government-supported era gave young directors whose films focused on
those at the bottom of the society a chance to succeed, enhancing the realism trends of Hong Kong
Cinema.

11



The First Feature Film Initiative is one of the support plans of the Film Development Fund of Hong
Kong, which invests in first feature films from Hong Kong filmmakers. Based on textual analysis of
interviews with those involved in the initiative, this paper will argue that the transition of the Hong
Kong film production towards a local focus began due to economic pressure and the increasing forces
of “local identity” at that time; however, the government’s support policy enhanced these trends based
on the conservative nature of the funding, the apprenticeship tradition this supported, and the resulting
changes of the system for nurturing talent. Hong Kong local production can thus be said to have moved
towards a new identity rather than failing, offering great hope for further development; however,
several challenges remain.

Keywords: First Feature Film Initiative, Hong Kong local films, Hong Kong local identity. Film
Development Fund of Hong Kong.
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The Road to Mandalay, The Road Back Home: Cinematie
Representations of Homeland and Diaspora in Independent
Border-Crossing Chinese Cinema——Taking Midi Z's Cinema

as an Example

Authors

Ms. Xueyan Cheng - Lecturer in Communication University of Shanxi

Abstract

From Stuart Hall (1993)’s perspective, “the capability to live with difference is the coming question of
the twenty-first century” (p.361). In a globalized world full of fluidity, Chinese diasporic cultural
identities have already become heterogeneous. Therefore, with a new phase of Asian representations
being established, the real meaning of “Chineseness” needs to be reconsidered. Focusing on Chinese
diasporic identities from theoretical framings in sociology, immigration studies and representation, this
paper uses the border-crossing filmmaker Midi Z’s layered identities and films to explore the meaning
of “Chineseness”, which can be “foregrounded as the potential ground for meaning-production”.
(Tan,2013).

In 2016, on the 53 Golden Horse Awards Ceremony, the Taipei-based Chinese-Burmese filmmaker
Midi Z (Zhao Déyin) was awarded as “Outstanding Taiwanese Filmmaker” because of his brutally
honest cinematic representations of the day-to-day realities in his homeland Myanmar, as well as the
power of documentary realism of the inter-Asian precarious transnational labor networks.

Due to my in-depth interview with Midi, he foregrounds his filmmaking as a practice of archive-
building, and regards himself as “double othered” because of his Chinese-Burmese-Taiwanese layered
immigrant identities. Interweaving his own family’s immigrating experiences with those of the
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protagonists, Midi represents the precarious conditions for the disenfranchised Chinese diaspora, as
well as the ways they seek to enter the transnational labor network. At the same time, he explores how
they consider about their “othered” identities and pursue other possibilities in life. More in-depth
interviews with Midi and other Chinese diasporic filmmakers will be included in this study.

This paper focuses on Midi Z’s border-crossing trajectories, aesthetic styles, as well as the
representations of homeland and diaspora in his films, especially the Golden-Horse-nominated feature
the Road to Mandalay (2016), and the “Homecoming Trilogy”, consisting of Return to Burma(2011),
Poor Folk(2012), Ice Poison(2014), which provide fascinating case studies of the translocal,
transnational and transcultural dynamics of Chinese diasporic cinema. Divided into three parts, this
paper situates Midi’s border-crossing oeuvre in relations to broader geopolitical dynamics. The first
part focuses on Midi’s migratory trajectories and double-othered identities. The second part is named as
“Cinema aesthetic across borders: Revitalizing Taiwanese New Wave”, concentrating on how Midi
inherited the aesthetic style of Taiwan’s New Wave cinema yet uses the linear narrative structure of
world cinema, discussing the Chinese- Burmese-Taiwanese cultural interconnections. The third part
focuses on the precarious transnational diasporic labor network depicted in Midi’s films.

Through this paper, I argue that firstly, in order to understand the concepts of Chinese diaspora, cultural
identities, nationalism and transnationalism, diasporic Chinese filmmakers need to be repositioned.
Secondly, a sense of precarity and otherness always gets along with Chinese diasporic labors, as
represented in Midi Z’s films. The exploration of Midi’s cinematic world is of significant importance,
since it is also a study about the disenfranchised diasporic labors inside Asia who were marginalized
and invisible previously. Representation equals possibilities. The main power of storytelling and
transcultural artistic representations is to voice for the marginalized group and help the society move on
with courage and inclusiveness.
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Abstract

In product packaging and labels, some brands have found a way to innovate their communication
through the application of Augmented Reality (AR). In fact, a series of possibilities for visual, sounds
and interactive performances with media content arise in this mixture of elements from the physical
and virtual space (Lemos, 2008). On this way, the experiences provided by brands could be used to
strengthen their image (Aaker, 2007) or, simply, to enhance relationships with consumers through
holographic projections that tell stories, expand information and also encourage the attention transfer of
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any person with audiovisual narratives (Azuma et al. 2011; Hughes, Fuchs & Nannipieri, 2011). It is
not by chance that advertising practices included in this kind of hybrid interfaces have generated
pertinent questions about branding through post-screen platforms and devices (from a two-dimensional
to a three-dimensional screen experience). After all, the communication messages emitted by the brand
packages or a brand labels with AR create a feeling that content pops out of their printed material, in a
kind of 3D holographic mediation supported by a mobile device camera and screen (mobile phone,
tablet, head-mounted display, etc.). All of these visual and interaction experiences seems to increase the
user’s perception of reality about the product contained inside the packages, precisely because it
expands its information (i.e. characteristics, instructions, practical demonstrations, suggestions of
appropriation or even presenting a multisensorial experience with entertainment contents aligned to the
brand sociocultural purposes and values) (Zilles Borba, Mesquita & Zuffo, 2018).

Following ideas about producing audiovisual and interactive experiences with advanced post-media
aesthetics (Manovich, 2001; Sodré, 2014), this work launches a discussion about the augmented
visualities existing in the packaging and labels of consumer goods, seeking to understand any
collaborations of these narratives for the consumer's experience. Regarding to the methodology,
initially a theoretical discussion is presented to support conceptual aspects of AR interfaces and its use
as a communication platform; to then proceed with an empirical study in which exploratory
observations are conducted with three different product packaging/labels that have some type of
communication extension based on AR (a wine bottle, a milk package and a tomato sauce can).
Collecting and data analysis will be qualitative, based on the researcher feelings during the experience
with which one of the three AR products. During the experience, the researcher will take descriptive
notes reporting any perception of brand intentions through its audiovisual and interactive narratives
constructions with the technical-images (also the experience will be recorded for any necessity of later
observation). In short, as a result of this article, it is expected to bring contributions about technological
mediations in AR and its possible sociocultural and technological aesthetics impacts on the user
experience.

Keywords: Augmented reality; Digital interfaces; Post-media aesthetics; Advertising; Brand
communication.
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Abstract

This paper addresses the effects of the COVID-19 pandemic on the film production landscape in
Germany and critically examines whether the crisis signals a turning point towards a vital and truly
diverse film culture.

In 2020, COVID-19 brought the German film industry, one of the largest film markets in Europe, to its
knees from one day to the next. Like in many other countries, ongoing film productions were stopped
for several months. Furthermore, films in cinema became affected by the lockdown and releases were
canceled or repeatedly postponed, as movie theaters remained closed for most of the time, interrupted
only by a brief and limited opening in the summer. Despite massive government support and a high
degree of flexibility in the industry, the sales of German films are estimated to have fallen by 50-70
percent compared to 2019, and the end of the downturn is, of course, not yet in sight. Accordingly,
Germany is experiencing a discussion about an innovative and sustainable film and cinema model that
takes into account changing viewing habits and benefits even more from digital technologies, global
communication networks and cross-cultural interactions (Mikos, 2020). But changes in consumption
are not the only challenge where COVID-19 could serve as a catalyst and trigger long-overdue
transformation processes. In particular, German film is still characterized by considerable diversity
gaps (Loist & Prommer, 2019). Additionally, given the state sponsorship of film production, it reflects a
political dimension that limits any autonomous filmmaking endeavor (Wiedemann, 2020). In this spirit,
my paper considers crises as an opportunity for a new start and asks to what extent the measures
against the effects caused by the pandemic are suitable for overcoming long-established hierarchies and
constraints in the German film production landscape and increasing the resilience of the entire industry.

Based on extensive document analyses (information from film funding boards, industry reports, open
letters, interviews with filmmakers and industry professionals), the case study makes clear that film
policy reacted quickly to the emergency with very different aid packages, thus ensuring the survival of
the audiovisual industry, at least for the time being. Nevertheless, the primary goal seems to be to
restore the status quo ante. In particular, a commitment to gender budgeting and a focus on structurally
disadvantaged sectors remain absent, and there is no answer to the tremendous volume of film releases
after the pandemic, whereas the dependence on the funding system continues to grow. Therefore,
struggles for existence and concentration processes are to be expected, also due to the increasing
competition with international streaming offers. Thus, instead of a new start, a backlash threatens
German film to successfully become a system of reference for diversity and societal emancipation.

Loist, S., & Prommer, E. (2019). Gendered production culture in the German film industry. Media
Industries, 6(1), 95-115.

Mikos, L. (2020). Film and television production and consumption in times of the COVID-19
pandemic. Baltic Screen Media Review, 8(1), 31-34.

Wiedemann, T. (2020). Struggling for legitimate meaning. International Journal of Media & Cultural
Politics, 16(3), 291-308.
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Abstract

Given the 2014 Hong Kong Umbrella Movement and the large-scale Anti-Extradition protests in 2019,
Hong Kong filmmakers have been vigorously engaged in filmmaking, while intervening in the socio-
political scenarios by referring to the current turbulent Hong Kong social movements with their filmic
works. The term “post-Umbrella Movement films™ has also been subsequently raised by the scholars
and critics (Tam 2017; Lee 2017; Lee 2019) corresponding to Hong Kong’s socio-political conditions.
However, most of the existing literature mainly focuses on the 2015 Hong Kong film “Ten Years”
(Carrico 2017; Chan 2017; Fang 2018; Wu 2018; Lee 2019; Shi 2019; Wu 2020), whereas the
researches on other filmic works regarding Hong Kong social protests are relatively lacking. Hence,
this research aims to focus on several independent Hong Kong short films, while exploring how the
filmic aesthetics and politics can be shown in these independent Hong Kong short films as the
filmmakers’ response to the Anti-Extradition protests in 2019 particularly, as well as to the overall
Hong Kong socio-political scenarios in general. To be specific, using four independent Hong Kong
short films as case studies, which are “Night is Young” (dir. Kwok Zune, 2020), “After the Riots,
Before the Liberation” (dir. Chung Hong Iu, 2020), “Stay If You Can/Go If You Must” (dir. Elysa
Wendi, 2019), and “Room 525” (dir. Wai Shing Lee and Elysa Wendi, 2019), this research highlights
the unique narrative strategies and experimental cinematic aesthetics intertwined with fictional images,
non-fictional documentary footages of social protests, and photographic images in these independent
Hong Kong short films. It also analyzes the interviews with the directors and their related discourses,
alongside the issues in film production, circulation and (self-)censorship. Finally, this research
examines independent Hong Kong short films vis-a-vis the filmic aesthetics and their political agency,
while hoping to expand the research scope on the Hong Kong protest films and to build up more
dialogues with the studies on contemporary Hong Kong cinema and the Hong Kong post-Umbrella
Movement films.
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Abstract

The contexts in which independent Canadian media arts circulate and are viewed are increasingly
digitalized and platform reliant. The COVID-19 pandemic has accelerated the turn to digital
technologies by the organizations that distribute and present independent media arts in Canada. These
are non-profit organizations that are artist-driven and whose mandates are, broadly speaking, to support
artists from production to presentation. They operate in an ecosystem historically characterized by
market failure and are driven by an ethos of accessibility and community. Independent media artworks
are understood as being produced primarily for the purposes of creative expression with the artist
having full creative control.

The present context has led to the proliferation of models and tools used to disseminate and monetize
media artworks online (i.e., TVOD, SVOD, live-streamed content, digital exhibitions, web-based
projects, institutional and archival licensing, third-party or custom-built media hosting platform; etc.).
These practices raise a number of ethical and practical questions related to intellectual property and
artists’ remuneration, cybersecurity and digital rights management, accessibility and equity, and various
technological considerations. Moreover, they challenge established models in the Canadian
independent media arts community, which complicates the custodial relationship existing between the
distributor or presenter organization and the distributed and presented artwork.

Using the Canadian independent media arts community as a case study, this presentation will propose a
methodological framework for the analysis of online distribution and presentation practices for
independent media arts, e.g., online screenings, use of VOD platforms, digital festival programs (live
and on-demand), online exhibitions, etc. The presenter will share findings from the study of the online
practices of Canadian independent media arts distributors and presenters undertaken in collaboration
with the Independent Media Arts Alliance, a member-driven non-profit national arts service
organization that represents over 90 independent film, video, audio, and new media production,
distribution, and exhibition organizations in Canada. The study analyses the online distribution and
presentation practices of over 50 organizations for a total of over 400 individual events/programs,
which occurred in September, October, and November of 2020 or earlier in 2020 in the case of
festivals. Extrapolating from these findings, the presenter will discuss key challenges and opportunities
that independent media arts organizations face when engaging in digital programs and activities and
share insight into potential best practices for the online distribution and presentation of independent
media arts.
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Abstract

China has a long history and civilization, leaving a lot of historical and cultural heritage. In the era of
short video, China's historical and cultural heritage, on the basis of being protected, has also been the
common visual development of users, gaining more extensive attention and economic value. This
research takes the visual development of Xi 'an City Wall in the short video as the research object. This
research object is selected mainly because of the special significance of Xi 'an in Chinese history. To
this day, Xi 'an is still regarded by the Chinese people as a representative city of the "ancient capital" in
history. Among countless historical heritages, the historical significance and topic value of Xi 'an City
Wall is second to none. As we all know, what's special about short video isn't just that it's "short" in
time. It gives a huge audience an easy way to see and express the world. Furthermore, city short videos
create a new kind of relationship between people and cities by giving the public a new way to watch
and interact. In the new media era of short video, people watch such an important historical media in a
new way, and what new relationship will be created? This is the core issue of this research. As for Xi
'an City Wall, in the traditional literature, film and television expression, Xi 'an City Wall is always tall,
authoritative and sacred, while in the short video, the user's Xi 'an City Wall tells the long history in an
expression that everyone can participate in. From a small mobile phone viewfinder, people gaze at the
ancient and modern posture of the Xi 'an city wall, which is closer to the people than ever before. No
one is debating whether tearing down the seemingly bulky wall would be better for the city's traffic.
More people are flocking to the site to clock in on short video clips, bringing unprecedented vitality to
its ancient life. This study holds that the short video clocking, a new way of "gazing" into urban space,
makes the "reappearing city" in literature and film and television works become the "performing city".
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Abstract

Global digital technologies allow Vietnamese cultural professionals to reach beyond the borders of their
nation to become part of the global art world and participate in the production of discourse on art and
culture globally. This helps to redress digital orientalism by contemporising narratives on Vietnam.
However, there is an underlying tension, as their voices are heard only by using global (western) digital
technologies, tools and platforms. The challenges experienced in developing countries such as Vietnam
with access to budget, technical and human resources can impede or slow down the process of digital
transformation and, hence, further increase the digitization divide. The differences in access to and
availability of high-quality digital and Artificial Intelligence tools, algorithms that can perpetuate
existing biases, platform terms and conditions that reflect morals and rights of western societies, and
technical requirements in translation from Vietnamese to English contribute to an imbalance in
representation in terms of the amount of content and its themes online respectively. The paper draws on
20 semi-structured interviews with cultural professionals and a case study on 2 art and cultural
organisations in Hanoi, Vietnam: Matca Space for Photography (Matca) and the Viethamese Women’s
Museum (VWM). While Matca is proactive in digitization and originating online, the VWM is only
now experimenting with digital platforms.

The findings demonstrate how content created at the local level can move to the global level using
digital platforms.The difference between the global and local is narrower than before. However,
technological transformation has not removed global disparities in content; the global(ising) North
dominates but there are transformations at the local level. Analysis of this exposure to the global
highlights the additional challenges facing Vietham with inequalities around human resources,
technical resources and funding. The question of access and representation on a global scale has
significant repercussions on the ability to digitally preserve, archive and exhibit art in Vietnam and to
disseminate this content internationally. Vietnamese cultural professionals use of digital platforms
facilitates local and international connection. They are reorienting the global narrative on Vietnam -
often represented with images of war, tourist hotspots and traditional clothing - with a message about
the diversity, quality and quantity of contemporary Vietnamese art and culture.
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Abstraet
[Background]

In a glocalized world, nothing improves a country or a person’s image more than working
internationally and contributing to the international community (Anholt,2020:216). In this sense, Media
Image, both in the national and personal dimension, is actually a remix as well as a hybridization of
global and local. Thus, the construction of Media Image via short videos on global social media
platforms such as Youtube and Tiktok offers us a window to look at how this happens, this is where and
why this research begins.

[ Research Subjects and Questions]

This study takes a microscopic view and focuses on case studies. We take Li zigi, a famous Chinese
Internet celebrity, who raised a great focus for spreading traditional Chinese culture as well as lifestyle
to the whole world as research subjects. Through the research of her 103 Youtube videos from 2017-
2020, we want to explore three questions below:

Q1: From the perspective of the “5D” model of country image, what are the types of images
constructed by Li zigi ’s YouTube videos?

Q2: What are the multimodal characteristics of the multi-dimensional image framework constructed by
Li zigi and how does she use multimodal discourses to construct her images to realize the remix of
global common values and Chinese cultural elements?

Q3: What kind of communication and image building strategies can be extracted from Li ziqi’ s
transcultural image building practice to enhance the global communication of Chinese culture and the
construction of China's national image?

[ Research Design and Innovation Contribution ]

At the theoretical level, this study takes an upgraded “5D” model of country image construction
(Ingenhoff, 2017), which understands the country image as an attitudinal construct comprising a
cognitive set of beliefs (including the functional, normative, cultural, and natural dimensions of the
country image) and an affective component (the emotional dimension).

At the operational level, we synthesize Visual Framing and Framing theory, Multimodal “Visual
Grammar” theory to develop a multimodal analysis framework. Specifically, At the Macro/Denotative
Level, Themes and Typical Scenarios are selected. At the Mid-View/ Stylistic Level, this paper chooses
the Dress and Gesture. At the Micro/ Connotative Level, the study attempts to synthesize the “Visual
Grammar” theory and selects four aspects: Framing, Salience, Color Matching (Mood),

and Background Music.

At the methodological level, this study intends to adopt a “gradual adjustment” research approach. By
combining quantitative content analysis and qualitative multimodal discourse analysis (MDA) , this
study optimizes the allocation of research resources and effectively seek to maximize the value and
efficiency of research.
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Through this research, we hope to offer new insight into the theoretical application of image
construction by the introduction of the “5D” model of country image and offer an image analysis
framework for multimodal communication environments to update the Framing theory into the visual
field and expand the application of multimodal discourse analysis in media research. Furthermore, this
research hopes to draw lessons for effective global transcultural communication of Chinese culture as
well as the construction of China’s national image in this increasingly globalized world.

Submission ID

899

Mesa Sa Kwarto: A 'tiny desk' exhibition of Southeast Asian

artefacts via Zoom during lockdown

Authors

Mr. Kristian Jeff Agustin - Manchester School of Art

Abstract

If ideas are made in the mind, where do they materialise? In any advanced society, the corporeal act of
drawing, inscribing, sculpting, and even tasting often takes place on a stable surface, such as a desk.
Before machinery became as handy as mobile devices, pinning down ideas required a physical
substrate upon which ideas are held or pressed against. The desk serves many a purpose in today’s
‘work-driven’ society.

In 2020, workers have been deprived of access to their desk jobs as mass lockdowns shuttered
workplaces because of COVID-19. Meetings conducted over videoconferencing apps arguably offered
makeshift, temporary solutions. And while many industries have swiftly realised various workarounds
using online connectivity and virtual spaces, the arts sector has yet to circumvent many physical
restrictions.

'Mesa Sa Kwarto' is designed to expand the now ubiquitous Zoom gallery view into a makeshift
exhibition space. Here, the desk (mesa) in the room (kwarto) balances between the material and virtual,
offline and online, work and life. The effect is a home-made rendering of augmented reality, typical of
museum and gallery installations. Resembling the social media-popularised 'Tiny Desk' Concert Series
which started in 2008 on NPR Music's YouTube channel (a project of the not-for-profit National Public
Radio based in Washington D.C.), Mesa Sa Kwarto's 'tiny desk' exhibition space is, in fact, not an
entirely new concept. While presented as a curatorial display of artefacts instead of a live musical
performance, the idea of staging a show in such a small, private space has also been rigorously thought
out by Hans Ulrich Obrist in the 1980s — eventually curating his own 'Kitchen Show' in 1991. An
almost ‘retrospective’ exhibition, the curatorial process of Mesa Sa Kwarto spanned 6 months of
regular Zoom meetings among 12 individuals from different Southeast Asian countries — with each of
their personal, physical rooms serving as both an archive and a repository of artworks, clothes,
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journals, letters, and souvenirs which have accumulated through the years. The life-size inventory is
eventually distilled on their desks, where the objects are weighed, wielded, and written.

From 15 November until 15 December 2020, Mesa Sa Kwarto offered the international public a
'showing-seeing' (borrowing from W.JT. Mitchell) of artefacts and products manufactured in Southeast
Asian countries through a series of live Zoom sessions. Each of the showcased objects rendered the
participants' Zoom conversations about Southeast Asian identity/ies and geopolitics as visual culture.
While the initial idea was to simply offer an experience alternative to video streaming (e.g., Netflix,
Youtube) as a form of lockdown entertainment, this 'tiny desk exhibition' developed into a visual-
spatial experiment of circumventing the visuality of screen-driven communication.

Thus, this paper offers a critical reflection on how a makeshift physical-yet-online exhibition space can
be considered as a form of counter-visuality to the alienating and homogenising tendencies of COVID-
19 lockdowns, Zoom and social media. The proposed Visual Culture Working Group presentation will
blend a typical paper discussion with a live demonstration of Mesa Sa Kwarto exhibition (via a live
Zoom gallery, when possible).
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Abstract

In the spring of 2020, a movie premiered during the Berlin Film Festival that eventually caused a
conflict and a serious split amongst Russian film critics. That movie was DAU: Natasha, a result of 15
years of a secretive production, that utilised hundreds of actors and production crew. It was an attempt
to authentically replicate the atmosphere of Soviet Union, by constructing the largest film set in
Europe, where people lived and worked observing the rules of the historical reconstruction. DAU:
Natasha was just one instalment from a series of films that resulted from the project, that are currently
available to stream online.

After the festival screening, a group of Russian film critics wrote an open letter to Berlinale creative
and executive directors, highlighting the alleged psychological and physical violence towards the film’s
crew and cast, especially actresses. The letter was responded to, and soon the incident faded away.
However, in Russia it resulted in controversy among film critics, which soon evolved into an
ideological debate that ended with the split on those, who support the letter and who does not.

This study takes a closer look at the events that took place regarding the letter, DAU: Natasha, and the
whole project in general and asks two questions: how and why did a single film manage to split
Russian film critics? Additionally, the study evaluates the ramifications of the conflict, which are
currently visible and perceptible. The research data includes the film itself, the letter, as well as several
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Facebook posts and interviews, where the key participants of the conflict shared their views. The study
adopts feminist film theory, as well as postcolonial theory to analyse the film and its production. The
qualitative content analysis is used for the textual data.

The findings reveal two significant reasons for the conflict. Firstly, the standards of film production
significantly changed in recent years, especially after the MeToo movement and the case of Harvey
Weinstein. This resulted in a strong interest towards the production aspect of DAU: Natasha, and the
way the cast and crew, especially women, were treated. Secondly, Russian film critics had been partly
avoiding the large global conversation that focuses on minorities rights and representation in film and
film industry. However, DAU: Natasha, being a global sensation, but still a Russian film, brought this
conversation to Russia and forced people to take their sides.

The conflict sparked by the film and the open letter brought the global socio-political conversations to
the world of Russian film criticism at the cost of the significant and what seems as permanent split.

Key words: film, film criticism, Russia, postcolonial, feminist, representation
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In this paper, we examine the figure of the “clown clone”, or the “idiot double”, through the series P %it
Quinquin (Bruno Dumont, ARTE, 2014, 2018) and Twin Peaks: The Return (David Lynch, Showtime,
2017).

The clown clone is a character that functions in a similar way in both series. He subtly reveals (from
the limits of the human condition, as defined by Maria Zambrano) the darkest and most chaotic parts of
his moment in time, that is, Le Pen’s racist France and Trump’s America; and brings out local evil (evil
associated with a geographic area), domestic evil and abstract evil.

The clown clone, as previously alluded to, draws upon the idiot figure, which has a long tradition in
literature and film.

The idiot and chaos go hand in hand (Desbarats, 2015), that is why it will be essential to analyze the
idiot double in the television works of Lynch and Dumont through four central ideas:

- the idea of the defective double and the relevance of the act of birth (Zambrano, 2019).

- The importance of the body, gestures and slapstick, and its genealogical relationship with burlesque
characters, such as Langdon, Keaton, Tati o Lewis.
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- The archetype of the idiot as a narrative figure, who disrupts the structure of any story, in a way that
disturbs and dislocates serial fiction conventions.

- The idiot as a figure in limbo, or a dispossessed character without memory, who comes from “out
there”, and has lost the capacity to speak, but accepts having a double as normal. He finds himself in
constant movement despite lacking a destination, causing revelation with no intention of doing so and
appearing not to notice his surroundings but shows acute awareness (Zambrano, 2019).

Both the idiot double in P tit Quinquin and in Twin Peaks. The Return, as duplicated characters,
facilitate repetition, which is a key device in serial fiction. They generate stories that restart
continuously.

Likewise, in both stories, the idea of explosion is fundamental, that is the atomic origin of evil in Lynch
(a literal nuclear detonation) and the final zombie dance in the second season of P it Quinquin (the
figurative detonation of the story through seizure by the absurd). The resulting worlds are ruptured,
nonsensical, grotesque and lost, but striving to make sense. The idiot finds a perfect space for his
existence in this environment.

As we see in these two series, the idiot double functions as an “envoy” (Zambrano, 2019) who finds
himself outside of space and time, as he inhabits an open and available non-time (Maillard, 2019).
Furthermore, he resides within the confines of the word (he doesn’t talk) and of the story (he is
unaware of the world in which he lives) (Pardo, 2019). However, he has the power of sight. These two
series also have this capacity: they see beyond their plots. As said by Rosset (2019), the idiot has the
ability to approach the real and in these television shows, through the idiot, we very crudely discover a
contemporary world.
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Abstract

With the fast development of urbanization and globalization in Chinese society since 1980s, the image
of city in Chinese films has changed from the small town to the metropolis, which indicates different
developmental stages of Chinese urban films. This paper will focus on the transnational narration of
Chinese new urban films and try to answer the question that how the urban space and images of foreign
country are portrayed in Chinese new urban films under the circumstances of globalization by using
methods of the urban culture theory.

Distinguished from the former Chinese urban films’ critical attitude to the city, the new urban film tries
to find aesthetic features of cities in order to satisfy the needs of Chinese movie audience. As a result,
the transnational space has become one of the most important parts of the urban space in new urban
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films. And the reason is that the transnational narration not only has great commercial value and policy
advantages, but also satisfies Chinese people’s imagination toward the life style of the middle class and
global elites in the era of transnational capitalism.

The space and the body are the essential visual elements of films, which have great expressive
functions. Under the influence of globalization and consumer society, the space in new urban films has
become the symbolic and global non-place, and the body has become fashionable, migratory and non-
national, which has reflected the identity anxiety of Chinese emerging middle class. As a result, the
image of foreign countries in new urban films has been portrayed as the dream city, the healing place
and the romantic country according to Chinese different imagination of different foreign cultures.

As a kind of market art, the new urban films highlights the illusion effect, which has resulted in some
problem existed in the transnational narration, such as the division among global world and local place,
the disappearance of national culture and the homogenous development. The transnational narration of
Chinese new urban films should learn from the intercultural narration and explore the possibility of
global narrative mode.
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Abstract

This paper deals with particular impacts that digitalisation causes to the work of sports photographers.

For professional photography, the new millennium brought a revolution. Not only the photographic
process itself has changed, but also minor related inventions (such as remote photography) widely
appeared and offered new possibilities of capturing that photography as mayor visual element of print
and online media could use. Lately, new kinds of photo equipment (including professional mirrorless
cameras) appear in the photo market too.

Professional sport and media have a tight relationship. The media influence sport. On the other hand,
the media serve as an essential economic factor for sport. Sports photography is a natural part of
contemporary media which has its space in daily newspapers, specialised magazines, online media and
sports organisations itself. (Andrews, 2005)

Because of the technological demands, sports photography is considered as one of the genres where
technological development is visible. Mayor photographic equipment producers release their high-end
products before every Olympic Games. Sports photography is the genre which uses the newest
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improvements instantly (i.e. faster and lighter lenses, sophisticated autofocus systems, capture speed,
wireless connection options in cameras). (Kobré, 2018). On the other hand, sports photography may
serve as an example of visual conventionalization of news photography. (Hagaman, 1993).

The aim of the research is to answer the question if/how sports photography has changed after global
transformation from classical chemical-based film photography to digital photography. The main
research question is how and in which aspects is the influence of digitalisation and new technologies
visible in the visual style of sports pictures on an example of Czech sports photographers.

Together with the main question, there are also question dealing with related topics - how have the
routines of sports photographers changed, whether the expectations of specific pictures are different,
which and how technical inventions have influenced sports photography.

The research is based on interviews with professional Czech sports photographers who have used both
classical film technologies in the past and who use digital technologies currently. Because of the variety
of different requirements of a sports picture, three groups of photographers were interviewed. The first
group were freelancers who work mainly for sports clubs, sports associations or who collaborate with
media or agencies. The second group were photographers who work solely for media — newspapers or
magazines (both sports-focused and general, print and online). The last group consists of photographers
who work for local and global news wires. Photographers of various age and various successes are
present among the researched group. In the second part of the research, the pictures from interviewed
photographers are analysed.
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Abstract

On March 16, 2020, Peru started a total lockdown -which lasted 107 days- in an attempt to control the
Covid-19 pandemic. As almost any other country in the world, this brought several productive activities
to a halt in Peru. With the mandatory lockdown, major companies had to switch their focus, making
themselves useful in a country with a high percentage of its population in poverty rates.

In a world where people were apart but in need to keep connected to be able to work, study or be in
touch with loved ones, telecommunication companies became an important factor to survive the
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lockdown times. In a season where they usually would offer modern equipment, lower prices for their
services or higher bandwidths, they had to rethink the ways to communicate and keep in touch with
their clients. To achieve it, they reinvented the advertising narrative, going along with the businesses”
new priorities.

In this research we focus on the communication strategies of the three main telecommunication
companies in Peru, concentrating on the way they placed themselves among the pandemic milieu, how
they addressed the pandemic during uncertain times, and the resources they used to appeal to their
audiences through their television advertisement spots.

Using a theorical background on audiovisual language by authors such as Bordwell & Thompson or
Martin, the visual analysis theory developed by Rose, as well as understanding advertisement and
public service with authors as Tomba or Sorribas & Sabaté, and communication and branding strategies
by authors such as Olins or Arda & Fernandez, we understand the television advertisement field as a
visual communication product able to convey the message from their clients, while fulfilling a service
for a population in the middle of a crisis.

Through the analysis of the behavioral insights used on seven spots, we are able to understand the way
creative concepts were built, and its use to strengthen brand equity concept in the context of the
lockdown, which allowed the companies to offer their clients and other Peruvian something else than
just products or services. In this sense, we are able to uncover the way these companies go from the
storytelling of their brands to the storydoing, thanks to their TV spots.

In depth interviews are used to define the companies target and purpose through their spots, while an
analysis matrix and audiovisual analysis are part of the methodology to work with seven TV spots of
the three main telecommunication companies in Peru -Movistar, Claro and Entel- to understand their
narrative and the way each company relates themselves to the pandemic, and how they offer
themselves as a solution for the times Peruvians are living.
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Abstract

In recent years, more and more Chinese films have turned out to present the features of digital media
age. These films, which should have been categorized into niche genres, have not only obtained a
massive success in the market, but also have become a commercial aesthetic trend. Nevertheless, the
directors are hardly regarded as one bundle yet. Some of them were absorbed in the fashion of
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incomprehensible non-linear gamification narratives (e.g. Forever Young, 2018; The Coffin in the
Mountain, 2013) , while some others put the introspection on technologies in stories(e.g. The
Possessed / Exorcism,2015). As for audio-visual language, sometimes they approached to blend totally
different-media visual elements, such as nijigen ({2 U {5 A ) of animation and characters of
scripts(e.g.Our Shining Days, 2017; Animal World, 2017); sometimes, on the opposite, they chose to
use long shots (not to express reality) with the subjective images such as 1917 or hallucination in
Mulholland Drive, delivering classical Chinese poetry and painting aesthetics(e.g. Kaili Blues, 2015;
The Wasted Times,2017 ), which were adored by young Chinese audience.

Substantially, this tide was brought up for three reasons. The most obvious one is the global influence
by the popularity of some American individual directors’ commercial films, such as Nolan’s and the
Wachowskis’s. Besides, the rapid growth of the internet industry in China and the continuously
complex new-media environment since the 21* century are two other significant issues, producing
media culture and digital experience.

However, the consuming nature of this film trend should not be neglected. After all, the intelligence
technology equipments, most of which enjoy a high price, is not an All-People-Sharing stuff in China
for now, so that the digital experience, connecting the mainstream audience and film makers, has been
creating an increasingly unmanageable digital gap in China.

Submission I

1399

Spatiality. Material Culture and Gender in Horror Movies:

Influence of Folklore in Production of Folkloriec Horror

Authors
Ms. Neethu Nandakumar - Madras Christian College
Dr. Vasupradha Srikrishna - Madras Christian College

Abstract

Folkloric studies have always been an interesting area of study for scholars from different spheres
including; Communication and Cultural Studies, Social Studies, Humanities and Anthropology. Horror
movies have had its origin from early gothic literatures whose primary source for supernatural element
was folklore, suggesting that folklore plays a pertinent role in defining the epistemology of horror.

This study will be concentrating on the patterns of the occurrences of folkloric horror in movies, how it
is perpetuated by invoking a troubled nostalgic remembrance of the past. Horror movies’ way of
projecting the primal fears like the fear of the dark occult, the black magic, the pagan rituals are found
to have certain arrangements, most of which are based on folk-belief, which ties everything together.
The use of materials and objects for evoking the eerie effect, signifies use of explicit material culture;
like using antique artifacts to construct vintage atmosphere, it makes us conscious of how fear of the
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past is induced through the materials of the past. The strong material culture within the realm of horror
studies, most often traces the crux of the storyline depicting a struggle to trace the origin of mostly dark
possessions relating to the past. Contemporary associations to materials are often absent, with horror
stories predominantly seeking support from the traditional means like books orscriptures to construct a
material culture of fear.

The spatial consideration in constructing horror movies are intriguingly confined to enclosed spaces
which is also another factor analyzed through this study. This work also raises questions on the
transformation of the lead protagonist in horror movies, with their journey often depicted as a shift
from sanity to madness. It is also strikingly gendered, with the lead protagonists being almost always
women. In this line of thought, the emergence ‘witches’ are also considered, as they are portrayed as
dominant, independent and vested with power. It in an interesting imagery of woman, although
arguably projected by the film makers in a negative light. This has also made us ask pertinent question,
if such deleterious characterization is being symbolically pitched as an attempt to rise above the
patriarchal dominance in society, which otherwise is a struggle in the real world. The character
sketching of the woman in horror movies therefore is studied in relation to the contemporary
imagination of an independent and powerful woman. The question of why filmmakers still rely on the
myths and beliefs of the past to terrify the audience is also raised.

Premonitions are also used as a fundamental constituent in scripting horror; it is something that plays
with the aspect of time and signifies the power of the past in deciding the future of the characters in the
horror movie. This work relies on thematically analyzing the patterns of folklore occurrences in
relation to temporality, spatiality and material culture through three horror movies Drag me to Hell
(2012), Evil Dead (2013) and The Witch (2015).
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Abstract

With the popularization of the concept of "smart earth", smart museums have also become a new form
of museums. Different from digital museums, smart museums focus more on proactively interacting
individual audiences rather than passively displaying owned collections. Research on the contents and
models of smart museum exhibitions needs to be improved urgently. Meanwhile, intangible cultural
heritage is an important condensing and essence of traditional culture. Discussing the important method
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of intangible cultural heritage "digital creativity + content expression of intangible cultural heritage", is
an important research topic in the field of intangible cultural heritage protection and inheritance.

How to digitally exhibit intangible heritage in a people-centered smart museum? This question needs to
be answered well and now. The essence of intangible heritage is inheritance, whose key lies with its
very contents. The digital exhibition of intangible heritage is not just traditional contents presented in
modern technologies, but also an evolution from a static, one-way style to something dynamic and
interactive. The cross-media narrative leverages powerful tools such as the Internet of Things, big data,
cloud computing, and mobile internet, while its core focus is still on how to tell good stories and grab
the attention of the audience. Moreover, research on digitalization of intangible heritage would have
profound impact on dissemination of culture and sustainable development of industries. It leads to
something more than some form of presentation, but a way to build brand new environments for the
audience in which they could enjoy immersive experiences and gather information precisely of their
interests.

Under the perspective of post-classical narratology, this article combines narratology theory (structure,
construction mode, role construction, and semantic square matrix), communication theory (mass
communication, coding/decoding theory, information communication theory), and design theory (user
experience, user-centered design) to analyze. Through the classification research of interactive
narrative, spatial narrative, digital media image narrative, and fusion narrative, to summarize and
formulate a set of intangible cultural heritage digital exhibition narrative systems suitable for different
content styles, and to enhance the display and dissemination of high-quality content.

This article regards the digital display content of the intangible cultural heritage of the smart museum
as a digital creative product for research, and analyzes it through the perspective of "main (audience)-
interaction (digital)-guest (display equipment and content)". Divided into three types of narrative ideas
for digital creation products to conduct research, from the three narrative ideas based on audio-visual
immersive sensory, based on interactive situational experience, and based on atmosphere and situation
simulation to explore intangible cultural heritage digital products from the perspective of smart
museums display design ideas and methods. For the protection and inheritance of intangible cultural
heritage, in addition to traditional methods, the most effective method is to excavate the excellent
traditional culture contained in intangible cultural heritage based on the achievable digital technology.
Through the conversion and expression of creative design, the development, and improvement of
narrative methods, provides inexhaustible content support for the development of digital and cultural
creative industries and other related industries.
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Abstract

Research on journalistic infographics —static or multimedia— is remarkably scarce compared to other
journalistic genres. There are studies which categorize the different types of graphics (Cairo, 2008;
Siricharoen, 2013), their use by the media (Dick, 2013) or their effects in the acquisition of the news
(de Haan, Kruikemeier, Lecheler, Smit, & van der Nat, 2017). However, there are not so many
contributions focused on the production of this visual genre.

The goal of this proposal is to understand the role of interactive infographics at the online version of
one of the most prominent media outlets in Spain: the newspaper E1 Mundo, with more than 20 million
unique monthly users.

To this effect, an analysis card based on previous ones developed by Gomes-Amaral (2010); Otero,
Lopez and Gonzélez-Veira (2012); and Tufiez and Nogueira (2017) has been applied to all the
infographic corpus published in the section “Graficos” —Graphics— at El Mundo’s website from 1*
January 2018 to 31* December 2020.

Thanks to the utilization of this tool, it has been possible to gather information about the nature of each
infographic —static, animated, or interactive—, its main components —image, video, text, or hyperlinks—,
its function —independent or accompaniment—, the section where it is included, and about its graphic
elements —diagrams, cartograms and infograms—. All of that for almost 1,400 graphic units. Among
them, all the 163 interactive infographic examples will be analysed in detail in order to highlight their
use as a communicative tool for certain topics as well as their main components.

As aresult of this analysis, it will be explained how the production of interactive infotraphics is the
result of the combination between visualization tools like Tableau or Flourish and the internal
production at the newsroom. Moreover, these materials are presented linked to topics not related with
the fast news production models that prevails in the online media. All of that framed

In the conclusions of this paper, it will be highlighted the use and presence of this communicative tool
at this media outlet. As a consequence of the conducted analysis, it has been possible to see how
interactive infographics have not reached their independence as a journalistic genre at this media outlet.
Their low presence over the last few years —around one out of ten visualization works— shows that
this journalistic brand relies more on the reuse of those contents made for the print version than in the
production of pieces made exclusively for their online audiences. All of that as part of a national
research project about online media outlets in Europe and their different narrative approaches models in
the changing environment of online journalism.
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Around 2010, China has become the second largest economy in the world. Meanwhile, with the rapid
development of Chinese film industry, Chinese film market has become the second largest film market
in the world since 2012, which has also rapidly developed into the largest overseas film market of the
United States. Chinese film companies are actively acquiring or setting up joint ventures in the United
States, and there are increasing official and private capitals being invested into Chinese-American co-
productions. Therefore, in the second decade of the 21* century, there is a significant number of
Chinese-American co-productions attracting both the Chinese and the international film markets, such
as Shanghai Calling (2012), Kung Fu Man (2013), Man of Taichi (2013), Dragon Blade (2015), The
Great Wall (2016), Kung Fu Panda 3, (2016), The Foreigner (2017), The Meg (2018), Ip Man 4: The
Finale (2019), The Farewell (2019), White Snake (2019), Mulan (2020) and so forth. This paper
attempts to investigate how Chinese-American co-productions adopt the strategies of glocalization and
hybridization. Beyond the framework of national cinema and the global/local dichotomy, Chinese-
American co-productions are produced transnationally, not only indicating the economical and
industrial factors such as marketization and consumerism, but also reflecting the ideological and
cultural elements exemplified by the convergence and hybridity of American Dream and Chinese
Dream, Western individualism and Eastern collectivism, etc.. Meanwhile, the socio-political factors
such as the cultural policy and Sino-US relation are also reflected in the Chinese-American co-
productions. In addition, different from the previous co-productions made in the 20" century and the
earlier years of 21* century, new Chinese images and identities characterized by cultural confidence are
constructed in the recent co-productions due to the rise of China’s economy, society and soft power,
which challenges the stereotypes and clichés of American/Western imagination regarding China and
Chinese people.
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Abstract

Cyprus , which is known as a melting pot of civilizations from the new stone age to the time it gained
its independence in the 1960s, is an island country situated in the Mediterranean sea. It has come under
the sovereignty of many civilizations due to its geopolitical position. Hence, current multi-religious and
multi-national characteristics of the island formed. Today the population of the island consists of
Greek-Cypriots, Turkish-Cypriots, and some minorities; Armenians, Maronites, and Latins. In the
1950s, national identities started to form on the island respectively by Greek Cypriots and Turkish
Cypriots. Then, a conflict between these communities began to break out. Ethnic conflicts cause first,
violent inter-communal conflicts in which case, as a result, some Turkish Cypriots started to abandon
their houses and fled to the north of the island in early 1964 (Bryant R., 2012). And second, a
permanent territorial division resulted in a division in 1974 after Turkey’s military intervention. By
1974, a great number of Cypriots turned into IDPs (Internally displaced people) while Turkish Cypriots
who were settled down in the south fled to the north of the island, Greek Cypriots who were settled
down in the north fled to the south by left behind their natal villages/towns, homes, belongings without
knowing that they will not have any access to them.

‘Ghost cities’, which are known as abandoned places for invariable reasons as disasters, economic
collapse, disease, war, etc. (Torlak, 2016), are not only existed in movies. There are many mysterious
ghost cities all around the world which attract the attention of many people. Cyprus island has many
ghost cities, abandoned at different times and for different reasons. When one researches the ghost
cities, Varosha is one of them that appears on the top of the list. Varosha was one of the popular tourist
destinations in the world about a half county ago. During the war in Cyprus in 1974, inhabitants of the
city have abandoned the city, and the Turkish military took over the control of the area at the end of the
war, the city has closed until today. Everywhere in the city has its own story which enhances the
magnificence of the city. The city physically stayed until today, but memories of those people are tied
on the place which is unreachable for them for almost a half country.

Qualitative research methodology was chosen for this research. It will be ethnographic research on
displacement, identity-construction, and meaning-making of memories. How the participants identify
themselves by rethinking borders and boundaries? Interviews will be conducted, and photos/videos will
be taken/ recorded to gather the data. Data triangulation will be as follows: interview, observation, and
field notes. Thematic analysis and coding will be used as a method for analyzing the data.

Keywords: Cyprus, Varosha, Displacement, Memories, Identity-formation
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Abstract

Writing in Remediation: understanding new media, Bolter and Grusin (1999, p. 45) proposed the
concept of remediation stating that “the representation of one medium reflects in another remediation”
and arguing that “remediation is a defining characteristic of the new digital media”. The book further
notes the integration of various media forms and the incorporation of one medium into another. Indeed,
the digital media development is actually a process of remediation. Emerging new media attempts to
integrate the different features or forms of old media to generate a new form.

Compared to the early cinema, some new features and forms are developed with the digital media
including production, distribution and viewing modes. Mobile video platforms, like YouTube,
Instagram IGTV and TikTok provide new opportunities to produce and present the video in a novel
form like the emerging mobisode and vertical dramas. Moreover, the mobile aesthetics is changing as
time goes on. A decade ago, the mobile aesthetics was defined by the scholars Baker, Schleser and
Molga (2009, p. 119) that “emphasizes on the importance of location, space and also non-space—being
here, being anywhere, but here is where the phone is and not any fixed place”. However, the mobile
aesthetics is further defined with the current ubiquitous vertical viewing mode on mobile media
environment which was treated as cranky and improper form that opposite to the traditional horizontal
viewing mode. They can “shape storytelling to generate innovative forms engaging the imagination in
novel ways” (Berry, 2017, p. 131) defining the contemporary cultures of mobile video. As Bolter and
Grusin (1999, p. 15) point out, “what is new about new media comes from the particular way in which
they refashion older media and the ways in which older media refashion themselves to answer the
challenge of new media”. Discussions will be based on the mobile video platform TikTok to discuss
new forms of storytelling on mobile media, and how and what features are remediated on TikTok
through the case study.

Reference

Baker, C., Schleser, M., & Molga, K. (2009). Aesthetics of mobile media art. Journal of Media
Practice, 10(2&3), 101-122.

Berry, M. (2017). Creating with Mobile Media. Cham: Springer International Publishing.
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This paper will present the photographic works of several Portuguese Border Delimitation
Commissions in the former Portuguese African Colonies, namely Angola and Mozambique, that took
place from the 1890s to the early 1930s. The visual materials comprise glass gelatin silver negatives
and prints, albumen prints, cyanotypes and several albums in a total of about 2000 photographic
images. Along with written reports, maps and official agreements, this documentation constitutes the
Border’s Archive held by the Museum of Natural History and Science at Lisbon University, in Portugal.
Within the field of photographic history and of visual culture, our approach will consider the role
played by photography in this colonial context and discuss the phenomenology of both photography
and borders. Following De Certeau (1988), we will look at photographic practices as a spatial activity
in itself which produces spatial stories, some of which we will analyze in this presentation. In the
border delimitation context, photographic practices help establishing the border and the appropriation
of the territory, despite their ambiguities and fragility (photographs are not actual walls after all).
Photographs also help structuring the complex colonial identity(ies) and their imagined communities
(Anderson, 2012 ), depicting the power-relations in situ between the colonial powers and the colonized.
Drawing on Border Studies theories, we will address photographs as visual signs participating in an
encompassing political boundary-producing practice and discourse, just like Paasi (1996:13) puts it:
“Political borders are processes and institutions that emerge and exist in boundary-producing practices
and discourses, and they may be materialized and symbolized to greater or lesser extents”. After the
independence of the former colonies, in what ways are these images and narratives important today?
How can we, former colonizers and colonized, look at them and learn with them about the wrong
doings of colonialism?

This presentation results from an on going research project funded by the Portuguese Foundation of
Science and Technology, under the name Photo Impulse (https://www.photoimpulse.fcsh.unl.pt)

Anderson, B. (2012). Comunidades imaginadas. Reflexdes sobre a origem e a expansdo do
nacionalismo. (D. Ramada Curto, N. Domingos, & J. M. Bandeira, Eds.). Lisboa: Edi¢coes 70.
[Imagined Communities]
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This paper proposes an analysis of Vivian & Gustavo (2020), a web series in four chapters directed by
Brazilian artists Vivian Caccuri and Gustavo von Ha and commissioned by Yerevan Biennial
(Armenia). The production proposes an approach to Brazilian country culture, which in recent years
has often been associated with the rise of the extreme right in the country. Despite the enormous
popularity of country music in Brazil, the international imagery surrounding Brazilianness passed away
from such manifestations, largely because they were not assimilated by the modern project of a
Brazilian nation, centered on industrial urban development and the cultural life of large capitals close to
the country's Atlantic coast.

Vivian Caccuri is a visual artist and musicologist, and Gustavo von Ha is an artist whose practice is
largely anchored in memetic procedures. Vivian & Gustavo, as a result of this partnership, makes use of
a series of procedures and video effects typical of amateur audio-visual productions that circulate on
online social networks: mergers, tricks, incrustations etc. We will claim, anchored in conceptions
formulated by Gilles Deleuze, Jacques Ranciére, Harun Farocki, Jean-Louis Commolli etc. that such
resources help in the construction of a complex cultural critique, which unfolds not only discursively,
but also in the immanence of the audio-visual language.

The mixture of images filmed by the artist duo, who also performs in front of the cameras, with images
available in the gigantic audiovisual archive that is the Internet itself, allows for the establishment of
relations between the country music scene and cultural surroundings that are fundamental for the
understanding of contemporary Brazil : a certain feudal imagination, mediated by Disney and
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populated by castles and princesses; the romanticization of firearms; an ostensibly carnivorous food
culture.

The main question we are interested in tackling has to do with the ambiguities of audio-visual creations
that use memetic strategies, often associated with a social criticism based on an acid humour. If, on the
one hand, Vivian & Gustavo offers a dense cartography of Brazilian country imaginary, one of the main
suppliers of the cultural foundations on which the extreme right has relied; on the other, it seems to
preserve the cultural disqualification of a popular aesthetic, marked by a romantic imaginary that was
largely refused by Latin American modernisms.
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African filmmaking is on the rise. After going through decades of decline and invisibility, film sectors
in many African countries have seen a tremendous upswing since the turn of the century. This change,
though admittedly slow and still ongoing in most cases, can be attributed to different factors, including
the adoption of cheaper video technologies and the impact of liberalisation on cultural production
sectors such as television broadcasting in many countries. In Zambia, the opening up of the air waves
has brought about increased private capital investment in television and this has led to a concomitant
increase in audio-visual products on the Zambian screens.

One of the early entrants in this sector in Zambia was Muvi Television. Muvi TV was Zambia’s first
private commercial television station founded in 2002. From its humble beginning and its unorthodox
approach, the station invested in the development of local screen content including various sitcoms and
drama series, and later, feature films. The station was the behind the release of Zambian films such as
The Lawyer (2008), When the Curtain Falls (2009), The Vanguards (2010) and The Red Bag (2014),
among others.

This paper examines the contribution of Muvi Television to the development of Zambian filmmaking
and present-day screen culture. It also seeks to identify some the narrative and stylistic elements of the
films that made them unique and appealing to Zambian audiences. The paper argues that Muvi TV was
instrumental in setting the pace for the resurgent film sector in Zambia. The discussion on Muvi TV is
essential as it sheds light on the station’s influence on storytelling in Zambian films. I argue that Muvi
TV through its various television series and films influenced storytelling by embracing the use of local
languages and focussing of stories that people could relate to both physically and narratively.
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The paper is premised on the idea that the development of film industries in the global South does not
in anyway have to follow a prescribed or ‘copy and paste’ strategy from the North or from other
countries within South. Rather, film industries and cultures can organically develop given an enabling
environment to allow for ideas and home-grown efforts to materialise. Muvi TV is therefore presented
as a success story and it is analysed to see what worked well or did not, and what lessons can be
gleaned from the experience of Muvi Television.

Submission ID

1790

Audiovisualities and the construction of the subject: what the

films watched during social isolation say about us

Authors
Dr. Fernanda Elouise Budag - FAPCOM / USJT

Abstract

The object of study of this research are the most watched streaming films in Brazil in 2020, with a
outline of the empirical object — locus of the research — particularly centered on the Netflix platform.
The choice for this platform is due to being one of the most available and that adds more subscribers in
the country; and the corpus cut is based on data released by the company itself in November of that
year about the contents most watched by Brazilian users. Understanding that subjectivities are built
from discourses, images, representations and meanings in social circulation, we question what the most
watched filmic audiovisualities in streaming during the period of social isolation / distance practiced
due to the pandemic of Covid-19 throughout the year 2020 (March to November 2020) reveal about the
subjectivity of Brazilians. In other words, understanding that films circulate and provide elements for
the engendering of subjectivities, we assume that, in the feedback of this process, the films that are
being chosen to be watched from a catalog reveal, therefore, something about these subjectivities. If the
films in question were the most watched, we start from the assumption that they have certain common
characteristics that express information about the construction of contemporary Brazilian subjectivity.
In this context, finding foreign movies in the corpus of watched films, it also allows for airy reflections
between the issues of the global and the local in the communication. We support our considerations at
the confluence between the field of visual culture and Latin American cultural studies; and we
investigate our questioning from the exploration of two spheres of meaning production in films:
narrative and discourse. Thus, in our journey, we propose to identify: the approximations in terms of
genre and narrative structure between films that make up the corpus; and the discursive materialities
(themes) recurring in these audiovisualities. This is because we assume that understanding the themes
that have attracted the audience for these film products and the way in which these themes have been
constructed denounces the construction of Brazilian subjects, especially when we consider that their
production logic takes place via algorithms that carry tastes and interests. The films are only produced
because, before, algorithms indicated demand, which, in turn, is based on subjectivities. Our
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methodological procedures, within the proposed film analysis, comprise looking for narrative and
discursive marks taken as indicators of the subjectivity to which we refer. A pandemic is a phenomenon
that highlights and constantly brings to consciousness the finitude of life and the passage of time; and
being the narratives, among them the films, concretizations of the imaginary as a mental mechanism to
deal with these issues and provide a biopsychosocial balance to the human being (DURAND, 1985;
2004), we believe it is relevant to understand what types of films have provided comfort to the subjects
and from that, to have a better understanding of this social actor.
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In today's postmodern society (Lyotard, 1987) brands have permeated all artistic forms, especially
those linked to mass culture and visual culture. This is one of the main characteristics of the liquid
society (Bauman, 2007) in which consumerism has been amplified and has enhanced its ephemeral
nature (Lipovetsky, 1997), and in this context, cultural consumption has become a generator of identity
and brands have been able to take advantage of it. The new communication paradigm has boosted the
use of hybrid forms of commercial communication or new forms of advertising such as sponsorship,
product placement and branded content (Balasubramanian, 1994; Méndiz, 2000; Victoria Mas, 2005;
Lindstrom, 2012); this is the case of audiovisual expressions, such as cinema or series and, more
recently, video on demand and streaming, where the presence of brands is widespread and accepted by
the public. This research focuses on the relationship that these formulas establish with the performing
arts and text theatre, with the aim of finding out their level of implementation and the possibilities they
offer on a communicative level. With a mixed methodological approach, it studies the possibilities of
the relationship between advertising and theatre through a large panel of experts, questionnaires to
performing arts professionals and advertising agencies and a multiple case study. The results indicate
that these are expanding strategies that allow new relationships to be established with audiences and
offer a multiplicity of creative formulas for brands, while at the same time constituting a source of
funding for artistic development. Very different formulas are applied, from the more traditional
patronage of consolidated stage spaces to the use of naming rights or the application of new resources,
such as product tests during performances. However, there are reluctances and limitations to the
application of these strategies, such as affecting creative freedom or collaboration with certain products
or brands. The performing arts sector has been greatly affected by the COVID-19 crisis, mainly due to
confinements and capacity reductions, but it is experimenting with new strategies such as streaming
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and broadcasting on audiovisual platforms, which are reaping important successes. Moreover, it is an
artistic expression that can offer highly exclusive experiential events in the post-pandemic era.
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Abstract

Popular images of Miami depict beaches, glittering high-rises, and other famous hallmarks of the city’s
tropical and cosmopolitan life. Unsanctioned images found on the city’s buildings, streets, and other
public properties, however, tell a different story. The narratives between the highly celebrated street art
of a neighborhood like Wynwood clash dramatically with the proliferation of tags and graffiti
throughout Miami’s less desirable areas. While there is overlap between the discursive elements of
legal and illegal street art, the greater urban art movement in Miami is victim to a simultaneous
celebration and exploitation by the city’s private and public powers. Further, Miami’s history as a
destination for tourists and Latin American immigrants has created a unique socio-political
environment to observe the processes of translocal placemaking through these public artworks. The
complex linguistic and cultural makeup of Miami is communicated through various visual and textual,
legal and illegal, subversive and mainstream artistic renderings on public spaces. These artworks are
engaged in larger global discussions surrounding multiculturalism, gentrification, colonial legacies, and
environmental and social justice while offering hyper local perspectives belonging to Miami’s unique
cultural identity. The tensions towards this communicative performance become apparent when
observing the official stances of business and local government who inconsistently oscillate between
commercializing and criminalizing urban art in Miami. This qualitative research will explore how
cultural identity is communicated through Miami’s street art, and how it works with or against
dominant power structures by drawing from recorded in-depth interviews with artists, taggers, and
residents and by surveying various urban artworks throughout the city. The research will employ an
ethnographic approach through the use of moving and still pictures to produce a photographic
cartography of the discursive elements of urban artworks that are (un)incorporated in the larger city’s
society. Studying the communication of cultural identity through Miami’s street art and graffiti furthers
theoretical understandings of art in urban spaces and translocal placemaking by situating these
phenomena in the context of a global city that is defined by immigration and tourism. The research
provides practical implications for how artists, writers, public officials, and business owners can
participate in the public effort to equitably support arts and culture at a local level.
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Abstract

Critics have previously pointed in general terms to the performance art tendencies of Taiwanese
filmmaker Tsai Ming-liang. Eric Bordeleau claims that Tsai’s films occupy the liminal space of the
museum, while Elena Garfinkel discusses his recent digital work as having a “sculptural and painterly
sensibility.” In this study, I use the notion of the tableau aesthetic (a term coined by the art historian
Jean-Francois Chevrier and subsequently developed by film scholar Agnes Pethd) to present a new
approach to Tsai’s work in which he is seen as pushing the limits of cinema by introducing a style that
is more characteristic of performance art, sculpture, and painting. I draw on such moments as the 20-
minute long painted mural scene at the end of Stray Dogs (2013), the interior of an abandoned
industrial building half-filled with rainwater in I Don’t Want to Sleep Alone (2006), and the antiquated
movie palace in Goodbye Dragon Inn (2003). By eliminating plot and action, Tsai turns to other fine
arts traditions and styles to create a cinema experience that is slow, deliberate, and pushes the limits of
what cinema can do. Related to this tableau aesthetic, Tsai’s human bodies are often disabled, crippled,
ill, or otherwise incapacitated. As if to enable this staging of scenes as elaborate tableau, characters
rarely speak, and instead perform their disability as mute forces in a physical world without any larger
sense or meaning; they exist at the mercy of their physical body. By approaching his work through the
lens of intermediality, it can be seen that Tsai redefines what a cinema experience can be, and,
consequently, offers, in our current age of post-cinema, a lasting way to reinscribe the power of the
artistic aura to the fleeting cinema screen.
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Abstract

In 2020, the COVID-19 epidemic has reshaped the landscape and behavior of everyone, making home
isolation a normal part of people's lives. Short videos have not only become a kind of life record during
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the epidemic, but also provided a micro folk perspective for the Internet memory of the epidemic,
forming a textual narrative of the fight against the epidemic. The image collage of short videos uses the
short videos for image re-creation, showing all kinds of living beings in the epidemic situation, and
arousing a wide range of emotional resonance.

Through the visual interaction between the viewers and the collage images, how does the image collage
of short videos achieve the triple transcendence from individual record to social picture, personal
emotion to structure of feeling, self-expression to collective memory? In combination with the memory
theory, this study will carry out research on this issues through text analysis and virtual field survey
mainly featuring participatory observation.This study intends to analyze the issues from three
dimensions of self-expression, collective memory and emotional link.

The image collage of short videos makes the recorded private life into the discourse of public space by
reorganizing the space and time of different short videos, forming the heterogeneous space and time
converged by self-expression. As a new audio-visual medium popular on the Internet, short videos
arouse and stimulate the communication instinct of ordinary people, and become the self-expression of
people in the epidemic period. Through collage images, the viewers escape from reality into the
temporal and spatial migration of images, and see through the social picture in the self-expression of
individual record. The stories in the epidemic situation achieve the dual presence of diachronic and
synchronic in the life experience of the viewers.

The image collage of short videos forms the radiation of collective memory across space and time in
the production of intertextuality memory. In the context of new media, collective aggregation breaks
away from the concrete real space and turns to the presence of virtual space. The image collage of short
videos places the image text in a specific society, forms collision and interaction with the life
experience of the viewers, provides the viewers with a place and space to share and write collective
memory in the production of intertextuality memory, and forms the radiation of collective memory
across space and time.

Memory not only reconstructs the past, but also organizes present and future experiences. The anti-
epidemic records of a large number of cyber citizens are actually the digital production practice of
collective memory during the epidemic period, jointly shaping a kind of structure of feeling in the
digital age under the crisis. Through the emotional links created by collage images, the structure of
feeling is awakened by media-oriented, symbolized and socialized paths, and finally forms the
emotional community in the shared life process, providing self-help, collective thrust and emotional
power for the fight against the epidemic, which also provides the imagination for future crisis based on
the social background of the COVID-19 epidemic.
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Abstract

Basados en narrativas hegemonicas que configuran y refuerzan un imaginario en torno de sectores
especificos de la poblacién, la television y el cine en México han construido personajes alrededor de
prejuicios y consideraciones de muy diverso orden, como origen étnico, condicion social, nacionalidad,
género o identidad sexual y que estan adscritos a practicamente toda produccion destinada a grandes
audiencias. No solo las historias parten de un argumento reiterativo, la manera en que estos estereotipos
son representados constituyen modelos mentales (Van Dijk, 2004) generados y diseminados desde la
élite para la instauracion y preservacion de una ideologia que sienta las bases de la desigualdad en un
pais donde el 10 por ciento de la poblacién concentra las dos terceras partes de la riqueza y 53.3
millones de personas viven en condiciones de pobreza (Oxfam México, 2015; CEPAL, 2017). A partir
de los conceptos hegemonia de Gramsci (1935), poder discursivo de Van Dijk (2004) y blanquitud de
Bolivar Echeverria (2010), analizamos como dichas percepciones inciden en la manera en que vemos al
otro y lo juzgamos, afectando particularmente a los sectores menos favorecidos e histéricamente
marginados, esto al asociarles con ciertas caracteristicas que apreciamos como negativas, lo que limita
considerablemente sus posibilidades reales de desarrollo. Asi, frente a las representaciones de clase que
dominaron el cine comercial mexicano durante la segunda mitad del siglo XX, caracterizadas por una
oposicion donde toda virtud era vinculada a la humildad y la riqueza se erigia como territorio fértil para
el florecimiento de toda suerte de vicios y los actos mas viles, algunas de las peliculas y series
mexicanas mas exitosas de las dos ultimas décadas (Amarte Duele, 2002; Nosotros los nobles, 2013;
Made in Mexico, 2018; La Casa de las flores, 2018; Mirreyes contra Godinez, 2019; Cindy La Regia,
2020; Rebelion de los Godinez, 2020) se han centrado en retratar la élite y su relacion con los otros
estratos a partir de un discurso escasamente incisivo que emplea la parodia y la confrontacién entre
clases Ginicamente como marco para subrayar las diferencias sociales, ofreciendo una perspectiva que
lejos de evidenciar estereotipos y prejuicios, los reafirma desde una mirada que pretende ser mordaz,
pero que con frecuencia se presenta poco critica hacia diversas practicas discriminatorias, incorporadas
y normalizadas en lenguaje y narrativa, sin profundizar en las causas de la estratificacion, sus efectos y
las razones que obstaculizan la movilidad social, omitiendo cualquier referencia a las condiciones de
explotacion que rodean a los personajes marginados y el papel de la élite en el mantenimiento de la
desigualdad.
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Abstract

Since the outbreak of the novel coronavirus, structural problems within the Chinese film industry and
contradictions with Internet streaming media have been continuously amplified and intensified. In
order to make Chinese films emerge from the current period of transformation as soon as possible and
achieve a higher level of upgrading, it is necessary to promote the new development of the film
industry under the theoretical guidance of community aesthetics. The article takes the films of the
Spring Festival in the past five years as the object of investigation, sorts out the normal development of
Chinese films before the novel coronavirus, understands the new pattern of Chinese film development
under the epidemic and discusses the continuous development of Chinese film innovation road from
many aspects such as film copyright, audience demand and genre convergence. Community aesthetics
and Chinese films in the post-pandemic era are committed to establishing the multi-party unity of the
whole and the part, the film and the audience, the platform and the content.

“Community Aesthetics” is based on the current historical context and global positioning of Chinese
films, that is, thinking about any issue takes into account the feelings and demands of all
“stakeholders”, and strives to achieve harmony through cooperation and realize common demands and
maximization of benefits. Under the novel coronavirus, not only China, but the global film industry is
facing new difficulties. If the film industry wants to break through the siege and regain its vitality, it
can build a community aesthetic system from many aspects.

In recent years, the Spring Festival films have become the most efficient time for attracting money
throughout the year due to the special node of its traditional culture. Taking the Spring Festival films in
the past five years as the main object of investigation, we can more intuitively understand the
development of Chinese film industry, and more sensitively understand the audience's changes in film
consumption, in order to provide reflection, reference and suggestions for new trends in film
development.

In short, the article attempts to focus on the Chinese traditional festival Spring Festival, which is a
special node in theaters, as the main research object. It tries to analyze the development of the Chinese
film industry in the past five years, and introduces a new perspective of community aesthetics. The film
industry in the post-pandemic era put forward insights.
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