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ABSTRACT	

	
Technological	changes	that	affect	creative	work	will	inevitably	lead	to	a	change	

in	the	nature	of	creativity.	Previously,	the	use	of	digital	visual	effects	(DVFx)	

served	merely	to	fix	or	modify	damaged	or	negative	elements	of	films	in	the	post-

production,	but	there	are	differences	between	improving	the	work	and	adding	

creative	effects	in	the	work.	DVFx	are	also	a	form	of	creative	effect,	both	in	the	

visual	and	narrative	presentation.	This	research	explored	how	globalization	

impacts	ideas	about	creative	digital	visual	presentation	and	storytelling	as	well	

as	audiences’	changing	tastes	in	the	Malaysian,	Indian	and	Australian	film	

industries.	These	three	countries	represent	different	landscapes	and	abilities	in	

the	area	of	visual	effects	in	the	context	of	their	national	cinemas.	This	approach	

will	allow	comparisons	that	highlight	DVFx’s	potential	to	be	use	as	a	tool	for	

techno-creativity	and	for	narrative	enhancement.	In	order	to	illuminate	this	

comparison,	I	emphasized	the	three	key	elements	of	techno-creativity,	narrative	

techno-enhancement,	and	audiences’	changing	tastes	by	using	qualitative	

research	methods	such	as	textual	analysis,	in-depth	interviews	and	focus	group	

discussions.	Specifically,	this	research	compared	the	DVFx	usage	trends,	then	

practice	among	visual	effects	supervisors,	artists,	producers,	filmmakers	and	

academics	to	enhance	their	creativity	and	imaginations	in	movie	productions	

and	subsequently	acceptance	among	audiences.	The	theoretical	perspective	

taken	by	this	study	aligns	with	the	system	view	of	creativity	introduced	by	

Csikszentmihalyi.	As	a	result	of	this	comparative	analysis,	it	is	revealed	that	

DVFx	provides	a	new	kind	of	creativity	based	on	technology	(techno-creativity)	

in	creative	visual	presentation	through	the	concepts	of	ideation	and	

implementation.	Meanwhile,	in	addition	to	functioning	as	narrative	techno-

enhancement,	DVFx	opens	the	exploration	of	value	in	creative	storytelling	such	

as	digital	narrative	and	digital	interactive	storytelling	for	audiences	in	the	21st	

century.	Overall,	this	research	indicated	that	DVFx	provide	a	new	dimension	and	

formula	for	transnational	film	production	and	technological	development	

especially	in	Malaysia,	India	and	Australia.	
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CHAPTER	1		

	

INTRODUCTION		
	
1.1 Background	

Digital	visual	effects	(DVFx)	have	been	widely	used	in	almost	all	genres	of	films,	

commercials	and	even	television	drama	series.	Their	use	is	not	only	intended	to	

create	spectacular	elements	but	also	serves	to	support	the	storytelling,	overcome	

cinematic	limitations	and	reduce	production	costs	(Dinur,	2017).	The	use	of	this	

technology	has	enabled	an	increase	in	film	production	not	only	in	Hollywood	but	

also	in	other	countries’	film	industries.	DVFx	have	become	important	in	film	

production	because	they	have	led	to	a	great	degree	of	technical	advancement	

and	improved	storytelling	presentation	as	well	as	elements	that	are	spectacular	

for	the	audience.	Worldwide	high-grossing	films	of	2018	such	as	Avengers:	

Infinity	War,	Black	Panther,	and	Jurassic	World:	Fallen	Kingdom,1	are	among	those	

films	that	use	DVFx	and	have	received	outstanding	reception	by	a	global	

audience.	

	

Before	the	discussion	on	the	development	of	cinema	technology	begins,	it	is	

preferable	to	know	a	little	about	the	world’s	film	industry	historical	strains	so	

that	we	can	understand	the	relationship	between	technology	and	cinema.	

Throughout	the	history	of	cinema,	it	will	also	provide	a	possible	understanding	

for	that	impatient	viewer	and	the	interactive	user	(Elsaesser,	2015)	because	

technology	and	cinema	have	a	very	significant	connection	to	the	audience	

spectacular	as	well.	In	1895,	the	Lumiere	brothers,	for	the	first	time,	used	the	

cinematograph	motion	picture	camera	and	presented	the	Salon	Indien	du	Grand	

Café	in	Paris.	Apart	from	the	creation	of	the	cinematographers,	there	were	also	

technological	inventions	of	motion	pictures	at	that	time,	such	as	the	Joly's	

cinematograph,	the	Biograph,	and	Gaumont's	60mm	motion	picture	system	
																																																								
1	2018	worldwide	book	office	data	by	Box	Office	Mojo,	An	IMDb	Company:	Avengers:	Infinity	War	
($2,048.4M),	Black	Panther	($1,346.9M)	and	Jurassic	World	($1,309.5M)	
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(Musser,	2018).	At	the	beginning	of	the	cinema	industry,	the	invention	of	the	

cinematograph	was	seen	as	a	spark	of	the	new	technology	or	'eureka	moment.'	

This	technological	system	of	projected	motion	pictures	has	evolved	to	screen	in	a	

theatrical	setting	and	thus	involves	aspects	of	profit	and	economy	as	the	

audience	is	willing	to	pay	to	experience	the	cinema	spectacles.		

	

The	main	question	that	is	highlighted	in	this	study	concerns	the	impact	of	DVFx	

technology	that	is	used	in	the	film	industry.	As	such,	this	situation	is	related	to	

ontology	and	debates	over	technological	determinism.	In	essence,	the	concept	

that	has	been	founded	by	Marshall	McLuhan	posits	that	technological	

development	determines	cultural	and	social	change	(McLuhan,	1964).	McLuhan	

believes	that	humans	adapt	to	the	environment	and	the	development	of	

technology	through	a	precise	balance	of	their	senses,	and	the	medium	of	the	age	

brings	out	the	ratio.	As	such,	this	view	indirectly	proves	that	the	DVFx	revolution	

in	the	film	industry	certainly	has	an	impact	on	the	creativity	and	narrative	of	a	

film.	

	

The	idea	of	technological	determinism	has	led	to	an	intellectual	debate	among	

communication	scholars.	Marx	&	Smith	(1994)	argue	that	technological	power	is	

an	agent	of	social	change	that	has	a	very	prominent	place	in	the	culture	of	

modernity.	According	to	them,	the	idea	of	technological	determinism	exists	on	

two	spectrums	between	'hard'	and	'soft'	change.	In	the	'hard'	spectrum,	agency	

(which	refers	to	the	power	of	change)	imputed	to	the	technology	itself.	

Acceptance	of	technological	advancement	is	inevitable	based	on	particular	

needs.	In	the	hard	determinist's	vision	of	the	future,	technology	has	been	

embraced	in	life	whether	for	good	or	bad,	because	technologies	permit	few	

alternatives.	The	'soft'	spectrum	begins	with	the	understanding	that	the	history	

of	technology	is	the	history	of	human	progress.	In	addition	to	turning	technology	

into	a	historical	agency,	the	soft	determinists	put	it	far	beyond	the	social,	

economic,	and	cultural	aspects	of	culture.	The	soft	determinist	view	of	

technology	is	influenced	by	the	way	they	might	explain	the	growing	credence.	

Thus,	both	the	technological	determinists	of	the	'hard'	and	'soft'	spectrum	are	
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deeply	embedded	in	the	social	structure	and	culture	to	divest	the	technology	as	

the	agent	of	change.	

	

Heilbroner	(1994),	in	turn,	sees	technological	determinism	as	a	powerful	force	of	

history,	especially	in	socio-economic	transformation.	For	example,	the	invention	

of	the	machine	has	changed	the	function	and	existence	of	humans.	This	situation	

has	been	attributed	to	the	revolution	of	the	DVFx	technology,	which,	at	the	same	

time,	has	transformed	human	functions	into	the	digital	humanities	aspect.	

However,	technological	determinism	in	this	aspect	is	still	vague	because	the	role	

of	technology	in	human	life	is	too	broad.	According	to	Bruce	Bimber	(1994),	the	

absence	of	a	true	definition	of	'technological	determinism'	fuels	debates	among	

scholars	on	this	concept,	accurately	describing	the	history.	Bimber	himself	

argues	that	there	is	a	reasonable	approach	in	explaining	the	historical	change,	

reflecting	upon	assumptions	and	also	on	different	causal	explanations	that	may	

explain	technological	determinism.	He	introduced	three	faces	of	technological	

determinism,	they	are	the	normative	account,	nomological	account,	and	

unintended	consequences	accounts.	These	three	accounts	claim	that	technology	

is	an	essential	influence	on	the	public,	social	and	culture.		

	

DVFx	have	enormous	potential	as	a	contemporary	area	of	‘serious’	media	and	

communication	scholarship,	considering	the	capability	of	DVFx	technology	in	the	

film	industry	not	only	to	capture	the	audience	but	also	to	have	an	impact	on	the	

creative	process	in	both	the	visual	and	narrative	aspects	of	film	production.	

From	another	perspective,	the	globalization	of	technology	through	the	advent	of	

DVFx	needs	to	be	seen	as	a	new	opportunity	for	industry	players	to	enhance	

visual	creativity	and	storytelling	in	films.	For	example,	DVFx	contributes	to	the	

creation	of	cinema	as	a	continuation	of	technology	adopted	into	filmmaking.	In	

contemporary	cinema,	scenery	within	a	movie	can	now	be	created	through	

fantasy	and	imagination	by	merely	using	DVFx	(Hashim,	Aziz,	&	Ibrahim,	2014).	

To	explain	this	statement,	for	example,	the	backgrounds,	backgrounds	and	whole	

'towns'	sets	in	the	1950	The	Wizard	of	Oz	movie	were	produced	manually	and	is	

a	long,	time-consuming	process	,	while	reproducing	the	same	film,	Oz	The	Great	

and	Powerful	in	2013	had	been	much	easier	using	the	DVFx	mainly	for	the	
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fantasy	scenes.	This	situation	shows	that	the	shift	from	analogue	to	digital	has	

seen	a	profound	shift	in	the	production	process	and	the	narrative	possibilities.	

However,	not	all	elements	of	film	production	are	fully	realised	through	the	

application	of	DVFx	because	in	reality,	we	still	rely	on	genuine	human	creativity.	

	

The	changes	from	analogue	to	digital	in	the	film	industry	occurred	rapidly	and	

triggered	a	change	in	the	landscape,	especially	in	the	usage	of	digital	visual	

effects.	Whissel	(2014)	notes	that	the	transition	also	created	a	connection	

between	old	and	new	technologies	through	the	transformation	of	creativity	in	

the	pre-production,	production	and	post-production	stages.	The	transition	to	

digitalization	also	has	seen	a	profound	shift	in	production	workflows	and	

narrative	possibilities	but	not	everything	can	be	arttributed	to	the	application	of	

DVFx.	Therefore,	this	transformation	has	created	a	debate	among	film	scholars	

about	the	history,	function	and	implications	of	DVFx	for	the	creative	visual	and	

narrative	aspect	of	films	as	well	as	movie	spectators.		

	

DVFx	have	also	revolutionized	the	consumption	of	creative	works,	enabling	and	

refreshing	new	forms	of	distribution	and	transforming	the	interaction	with	the	

audience.	Indirectly,	today’s	technology	has	also	brought	a	new	perspective	to	

the	definition	of	‘creativity’.	Through	the	use	of	digital	cameras,	mobile	devices,	

apps	and	software,	creativity	in	film	productions	has	entered	a	new	phase.	

Technology-based	creativity	has	also	brought	a	new	culture	to	film	studies	and	

the	field	of	communication.	According	to	Rakhe	(2012),	techno-creativity	studies	

refers	to	an	intensive	study	of	various	theories,	campaigns	and	views	of	creative	

people	and	their	reaction	to	technology-based	creativity.	Rakhe	uses	the	term	

techno-creativity	to	refer	to	the	use	of	the	most	advanced	technology	in	

advertising	to	creatively	communicate	to	the	masses	such	as	the	use	of	3D	

graphics	to	shoot	high-definition	commercial	videos.		

	

Furthermore,	creativity	is	an	ability	to	construct	an	original	idea	and	a	way	to	

look	at	existing	ideas	from	a	different	perspective	especially	in	producing	a	film.	

A	film	that	gains	attraction	with	audiences	and	critics	and	has	box	office	success	

is,	today,	arguably	a	film	that	requires	all	elements	to	be	regarded	as	excellent.	
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The	essential	elements	include	scripting,	characters,	acting	and	visual	aspects,	

and	these	form	the	storytelling	and	communicate	the	message	to	the	audience	

(Renee,	2016).	However,	there	is	a	discrepancy	between	measurable	indicators	

of	a	‘good	film’,	such	as	ticket	sales	and	awards	won,	and	professional	and	

audience	criticisms,	which	does	not	always	focus	on	quality.	According	to	Oliver	

and	Hartmann	(2010),	to	characterize	a	film	as	a	‘good	film’	can	mean	many	

things	including	audiences’	meaningful	cinematic	experiences,	neat	technical	

work	and	well-formed	storytelling.	Despite	that,	Hollywood	film	scholars	such	as	

David	Bordwell,	Janet	Staiger	and	Kristin	Thompson	(1985)	think	that	the	

primary	strength	of	a	film	is	good	storytelling,	rather	than	other	issues	such	as	

technical	performance	or	mise-en-scene2	(Smith,	2013).	On	the	other	hand,	movie	

theorist	such	as	Victor	F.	Perkins	feels	that	mise-en-scene	is	a	major	strength	in	

story	development.	Apart	from	Perkins,	Thomas	Elsaesser,	Warren	Buckland,	

and	Andrian	Martin	are	among	scholars	who	also	use	mise-en-scene	as	

approaches	to	determine	the	power	of	storytelling.	However,	in	reality,	mise-en-

scene	analysis	is	more	focused	on	a	director's	style	of	directing	than	storytelling	

(Raymond,	2015).	Most	of	them	use	mise-en-scene	analysis	in	concrete	to	show	a	

clear,	systematic,	and	rigorous	outcome.	

	

Story	and	visual	presentation	should	have	unique	and	distinct	elements	or	in	

other	words	comprise	creative	storytelling.	As	such,	technical	capabilities	

consisting	of	camera	movement	and	angle,	editing	techniques,	costumes,	acting,	

settings	and	other	technical	factors	make	a	film	look	great	and	exciting.	One	of	

the	technical	aspects	that	increases	the	creative	impact	of	storytelling	

performances	in	the	21st-century	film	industry	is	digital	visual	effects	or	DVFx.	

For	example,	Titanic	(1997),	Avatar	(2009),	The	Avengers	(2012),	Black	Panther	

(2018)	and	Bohemian	Rhapsody	(2018)	are	films	that	heavily	depend	on	DVFx	in	

their	visual	performances.	In	addition,	Black	Panther	(2018)	and	Bohemian	

Rhapsody	(2018)	were	nominated	for	best	picture	at	the	2019	Academy	Awards	

and	both	films	were	also	listed	in	the	top	10	box	office	films	worldwide	in	2018.	

This	situation	shows	that	DVFx	not	only	help	produce	quality	films	through	

																																																								
2	Mise-en-scene	means	the	way	in	which	the	narrative	and	visual	material	of	a	film	is	treated,	
shaped	and	delivered	to	the	audience	(Martin,	2014).		
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visual	technical	methods	but	also	enhances	the	storytelling.	This	is	being	

recognized	by	professionals	through	film	festival	awards	and	audience	reception.	

	

However,	not	all	films	using	DVFx	provide	the	best	results	because	some	of	films	

with	DVFx	fail	to	live	up	to	expectations,	especially	of	big-budget	filmmaking.	For	

example,	Green	Lantern	(2011)	and	World	War	Z	(2013)	received	negative	

reviews	and	critiques	because	of	overuse	of	CGI	and	because	they	did	not	

emphasize	the	storytelling	aspect	(Skells,	2015).	Meanwhile,	Green	Book	(2018)	

used	DVFx	in	its	production	and	won	best	picture	at	the	2019	Academy	Awards	

but	did	not	attract	high	ticket	sales	in	cinemas.3	Despite	that,	the	use	of	DVFx	for	

both	visual	technical	effects	and	storytelling	has	an	impact	on	quality	and	

creativity,	especially	in	the	21st-century	film	industry	because	DVFx	have	the	

potential	to	balance	technical	creativity	and	narrative	performance	in	film	

production.		

	

According	to	Fink	and	Morie	(2014),	visual	effects	are	widely	used	in	the	film	

industry,	referring	to	digital,	altered	or	enhanced	images	that	cannot	be	

performed	during	the	actual	or	live	filming	process.	This	inherent	limitation	

leads	to	a	process	of	integrating	digital	computer	elements	and	shooting	

techniques	to	produce	a	creative	and	spectacular	scene.	This	process	is	usually	

performed	in	the	post-production	stage	after	primary	image	capture	is	

completed.	In	the	use	of	this	technology,	visual	effects	can	also	be	applied	to	live	

action	capture	or	fully	utilized	in	the	creation	of	scenes	using	techniques	such	as	

matte	painting,	computer	graphic	objects,	compositing	and	character	creation,	

and	animation	effects.		

	

1.1.1 History	of	Visual	Effects	

	

The	emergence	of	the	special	effects	in	the	film	industry	is	a	continuation	of	the	

invention	of	photography	in	1839	and	beyond	the	immersive	visual	spectacles.	

According	to	Welker	(2013),	the	first	book	focusing	on	the	discipline	of	computer	

science	was	first	published	in	the	1970s	in	Britain	and	the	United	States.	At	the	
																																																								
3	Green	Book	(2018)	ranked	number	36	in	2018	World	Grosses	(www.boxofficemojo.com).		
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same	time,	the	sub-disciplines	of	computer	graphics	(CG)	have	had	little	impact	

on	the	history	of	the	computer	but	rather	have	an	impact	on	the	history	of	image	

creation	and	the	history	of	special	effects.	Danahay	(2012)	argues	that	the	

emergence	of	technology	has	been	seen	as	‘magical’	and	the	beginning	of	visual	

entertainment	domination	and	mediation	between	filmmakers	and	the	audience.	

In	simple	language,	technology	is	already	corporatizing	entertainment.		

	

In	the	pre-digital	days	and	before	the	advent	of	computerized	digital	technology,	

visual	effects	were	known	as	special	effects	(Dinur,	2017).	But,	when	the	term	

‘visual	effects’	is	used,	it’s	referred	to	the	both	discipline	of	special	and	visual	

effects	(Fink,	2014).	Special	effects	have	been	around	since	1896	when	

filmmakers	in	Hollywood	used	‘camera	tricks’	and	illusion	(Wang,	2009)	as	

special	effects	elements.	Georges	Méliès4	is	one	of	the	renowned	special	effects	

artists	at	that	time	with	his	masterpieces	Vanishing	Dumplings	(1898)	and	A	Trip	

to	the	Moon	(1902).	However,	the	special	effects	that	existed	at	that	point	were	

limited	to	the	essential	elements	of	transitions	in	the	editing	process	such	as	fade	

out,	dissolve,	fast	and	slow-motion	video	effects	and	framing’s	colour	techniques.	

The	use	of	these	techniques	was	subsequently	further	developed	in	1916	by	a	

camera	operator,	Frank	Williams,5	through	the	influence	of	the	matte	or	mask	

system	by	covering	part	of	the	lens	with	a	mask	to	prevent	a	portion	of	the	film	

from	being	exposed.	In	other	words,	special	effects	existed	in	19th-century	

cinema,	but	only	involved	optical,	mechanical,	lighting	and	prosthetics	

techniques.		

	

According	to	Redmond	(2009),	digital	effects	have	replaced	the	special	effects	

often	used	in	film	production	at	that	time,	such	as	stop-motion	photography,	

optical	printing,	puppetry,	and	matting.	Conventional	special	effects	gradually	

expanded	to	digital	visual	effects	(DVFx)	beginning	in	1960	when	computer-

generated	imagery	(GCI)	technology	was	introduced	and	completely	changed	the	

landscape	of	Hollywood	cinema.	The	Abyss	(1989),	produced	by	Industrial	Light	

																																																								
4	Georges	Méliès	was	an	illusionist	and	film	director	from	France.	He	is	the	inventor	of	certain	
special	effects	techniques	such	as	time-lapse	photography,	dissolves	and	hand-painted	colour.		
5	Frank	Williams	is	the	inventor	of	the	traveling	matte	shot,	first	used	in	Wild	Honey	(1922).	
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and	Magic	(ILM),	is	one	of	the	earliest	films	and	studio	companies	that	used	CGI	

at	that	time	and	the	glory	of	CGI	continued	through	the	spectacular	Jurassic	Park	

in	1993.	The	incorporation	of	optical	conventional	special	effects	techniques	and	

digital	technology	is	known	as	digital	visual	effects	(DVFx).	DVFx	are	used	during	

production	and	post-production	processes	where	the	shots	taken	in	the	exact	

filming	location	(the	production	process)	are	integrated	with	motion	tracking,	

CGI	or	green	screen	to	generate	digital	images	during	post-production.	However,	

many	studies	conducted	by	scholars	in	this	area	of	studies	have	refined	the	

definition	of	DVFx	further.		

	

There	are	many	classifications	of	‘special	effects’,	but	in	general	they	are	

separated	into	two	groups.	For	example,	Mak	(2003)	classified	DVFx	into	overt	

and	covert	visual	effects.	Overt	DVFx	visibly	and	audibly	exist	in	the	narrative,	

while	covert	digital	visual	effects	are	audio-visually	unnoticeable	in	any	given	

diegesis.	The	same	classification	is	also	performed	by	Lamm	(2018),	who	

categorizes	visual	effects	into	obvious	effects	and	invisible	effects.	Overt	or	

obvious	effects	refers	to	effects	that	appear	to	be	visible	such	as	explosions,	

magical	effects	and	computer-generated	characters.	According	to	Lamm,	obvious	

effects	are	also	the	hallmarks	of	a	movie	for	the	audience	because	they	provide	

an	entertainment	element	to	support	the	storyline.	Covert	or	invisible	effects	

refer	to	effects	that	bring	realism	to	the	audience.	These	effects	could	enhance	

visual	synchronicity	with	the	soundtrack.	For	example,	in	an	action	scene,	the	

director	might	want	to	add	elements	to	the	on-set	cinematography	while	keeping	

the	visuals	perfectly	in	sync	with	the	music,	but	this	would	be	impossible	to	

capture	with	a	camera	(Failes,	2017).	In	this	case,	DVFx	are	used	as	a	tool	that	

helps	in	the	process	of	visualization	and	in	providing	spectacular	and	

entertainment	effects	to	the	audience.		

	

In	general,	the	technology	used	in	the	cinema	transformation	is	possible	through	

the	creation	of	DVFx	as	a	spectacle.	This	was	stated	by	Gunning	(1995),	who	

found	that	early	films	were	also	distinct	from	the	theatre	in	becoming	part	of	the	

'cinema	of	attraction'	rather	than	'cinema	of	narrative	integration'	because	of	the	

spectacularisation	trend	brought	by	the	special	effects	of	the	time.	Early	'trick	
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films'	have	been	used	in	most	films	which	at	that	time	were	oriented	towards	

spectacle	rather	than	plot.	As	a	result	of	today’s	technologies	in	the	cinema	

industry,	such	as	DVFx,	filmmaker’s	have	developed	creative	tools	which	become	

the	‘attractions’	of	the	cinema.	

	

DVFx	technology	has	also	contributed	to	the	growth	and	sharing	of	creativity	

across	countries.	This	technology	enables	a	film	production	to	use	professional	

services	from	various	countries	to	produce	a	visual	effect.	For	instance,	sending	

footage	to	be	transformed	into	a	DVFx	scene	can	be	done	relatively	quickly	if	

there	is	more	than	one	visual	effects	studio	or	country	involved	in	a	movie	

production.	It	has	become	a	common	practice	in	this	century	for	several	visual	

effects	production	studios	to	be	involved	in	large	film	projects	that	require	the	

usage	of	DVFx.	Also,	various	visual	effects	software	programs,	either	for	

amateurs	or	professionals,	are	easy	to	get	through	this	digitalization	revolution.		

Currah	(2003)	believes	that	the	wave	of	digitalisation	has	transformed	the	

organisational	structure	of	filmmaking	within	a	country	and	has	also	paved	the	

way,	especially	for	independent	filmmakers,	to	facilitate	a	wider	market	outlook	

and	to	reach	audiences	across	the	country.	Christie	(2013)	describes	

transnational	cinema	as	an	intrinsic	dynamic	of	modern	culture	because	the	

existence	of	digital	technology	supports	the	aspect	of	virtual	transnationality	as	

additional	material	in	the	era	of	cinema-bound	film.	This	situation	has	indirectly	

led	to	a	new	competition	structure	in	film	industries	around	the	world.	The	new	

technology,	therefore,	creates	novel	opportunities	for	small-to-medium-sized	

enterprises	to	internationalize	their	creative	services,	and	perhaps	even	to	

expand	to	the	broader	entertainment	industries	sector.		

	

1.2 Problem	Statement	

The	development	of	technology,	especially	in	film	production,	indirectly	opens	

up	a	space	for	research	on	how	these	creative	industry	players	use,	understand	

and	engage	with	these	tools	to	create	creative	visual	and	narrative	performances.	

According	to	Wellington	(2016),	the	relationship	between	technology	affordance	

and	creativity	allows	researchers	to	apply	communication	theories	in	areas	that	

focus	on	‘tangible’	technologies	while	at	the	same	time	still	being	based	on	
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interactions	between	humans	and	technology	as	a	new	creative	medium	of	

communication,	especially	in	the	area	of	film	production.	McQuire	(1997)	

suggests	that	the	most	powerful	effect	afforded	by	digitization	is	the	changes	in	

the	relationship	between	film	and	audience,	especially	in	the	aspect	of	cinema	

spectacle.		

	

Previously,	the	use	of	digital	visual	effects	served	merely	to	fix	or	modify	

damaged	or	negative	elements	in	the	post-production	process,	but	there	are	

differences	between	improving	the	work	and	adding	creative	effects	in	the	work.	

In	other	words,	subtracting	part	of	the	image	can	often	be	as	‘creative’	as	

generating	new	image	elements.	According	to	Daigle	(2015),	DVFx	are	merely	a	

production	process	that	has	evolved	and	has	become	a	norm	in	any	digital	

imagery	process,	especially	in	the	post-production	process,	or	any	other	creative	

work.	Furthermore,	it	is	now	difficult	to	distinguish	the	actual	production	

process	and	the	digital	effects	outcome,	especially	in	camera	work,	scenery,	

colour,	sound	and	digital	visual	effects	characters.	This	difficulty	is	also	a	source	

of	pride	for	techno-creativity	artists	and	a	unique	feature	of	DVFx	as	a	form	of	

visual	expression;	it	establishes	a	relationship	between	history,	power,	time	and	

space	(Whissel,	2014).		

	

DVFx	are	also	frequently	seen	as	having	a	‘negative’	impact	upon	the	narrative,	

as	they	influence	the	narrative	itself,	rather	than	only	enhancing	its	elements.	In	

this	argument,	filmmaking	is	trapped	by	the	condition	between	‘visual	logic’	and	

‘narrative	logic’.	The	surplus	use	of	this	technology	can	indirectly	exclude	the	

narrative	as	central	to	the	movie	or	at	least	its	dominant	spectacular	form	(King,	

2000).	However,	from	another	point	of	view,	DVFx	are	also	seen	as	creative	

effects.	As	such,	whether	DVFx	have	an	‘adverse	impact’	or	‘creative	impact’	in	

film	production	is	a	fascinating	field	of	study.	Creative	impact	in	the	film	

production	process	is	likely	to	lead	to	a	new	assessment	of	aspects	of	‘creativity’.	

Technological	changes	that	affect	creative	work	will	undoubtedly	lead	to	a	

change	in	creativity.	Hence,	technology	and	creativity	or	techno-creativity	is	

likely	to	represent	a	new	creative	possibility	and	a	new	measurable	quality	in	the	

field	of	film	production.		
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1.3 Research	Question,	Aims	and	Objective		

This	research	proposes	to	contribute	to	existing	research	on	digital	visual	effects	

(DVFx)	technology	and	creativity	in	film	narrative,	which	has	arisen	from	the	

evolution	of	technology.	From	this	perspective,	DVFx	provide	a	new	kind	of	

creativity	based	on	technology	including	creative	visual	presentation	(techno-

creativity)	and	creative	narrative	enhancement	(techno-enhancement).	DVFx	are	

also	seen	as	a	medium	that	crosses	geographic	space,	with	the	sharing	of	

technology	and	expertise.	Therefore,	this	research	aims	to	study	the	impact	of	

DVFx	on	creativity	and	techno-enhancement	and	its	implications	for	the	

development	of	transnational	creative	industries	in	Malaysia,	India	and	

Australia.		

	

The	ongoing	processes	of	globalization	also	affects	the	digital	presentation	of	

creative	ideas.	Consequently,	this	study	attempts	to	answer	the	question	of	how	

globalization	impacts	ideas	about	creative	digital	visual	presentation	in	film	

production.	Cover	(2015)	also	suggests	that	globalization	is	an	evolving	process	

and	not	something	that	is	unusual	in	the	particular	area.	The	capacity	of	

globalization	should	not	only	be	seen	as	its	cross-border	global	impact,	more	

important	is	differences	in	practice,	as	well	as	the	formation	of	ideas	with	

universal	intelligibility.	This	thought	provides	a	space	and	a	question	for	

researchers	and	industry	players	on	what	forms	of	communication	and	ideas	

about	DVFx	tell	us	about	globalization.	For	example,	have	DVFx	normalized	some	

aspects	of	film	production	globally?		

	

In	the	context	of	the	film	and	DVFx	technology,	the	Hollywood	film	industry	has	

shaped	international	tastes	and	affected	other	countries’	film	industries	such	as	

Bollywood,	as	well	as	those	in	developing	countries	such	as	Malaysia.	The	

internationalization	of	Hollywood	has	had	a	tremendous	impact	on	the	Asian	

region’s	film	industry	such	as	in	India	and	Malaysia.	For	example,	Bollywood	and	

Malaysian	productions	tend	to	use	‘Western’	framing	as	a	formula	to	market	

their	cultural	products	through	their	respective	cultures	to	modern	audiences,	

including	the	digitization	of	content	and	the	use	of	DVFx.	Thus,	because	

internationalization	and	cooperation	have	long	existed,	opportunities	for	the	
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development	of	the	film	industry	in	emerging	countries	such	as	Malaysia	should	

now	open	up.	Bollywood	or	Bombay-	based	Hindi	film	industry	is	affectionately	

nicknamed	is	one	of	the	most	powerful	film	industries	in	Asia,	which	has	come	to	

the	world’s	attention	(Banker,	2001).	Dudrah	(2006)	claims	that	Bollywood	as	

popular	Hindi	cinema	from	Mumbai	has	become	catchword	in	the	South	Asian	

popular	culture.	It	is	also	a	formidable	competitor	to	Hollywood	due	to	its	

technological	advances,	aesthetics	and	creativity	in	film	production.		

	

Australia	has	developed	in	this	field	and	has	similarities	with	the	Hollywood	

culture	and	framework.	The	Australian	film	industry	has	been	around	since	1901	

with	the	first	feature	documentary	The	Inauguration	of	The	Commonwealth	

directed	by	Joe	Perry	and	the	first	film	entitled	The	Story	of	the	Kelly	Gang	in	

1906	(Vanderbent,	2006).	Australian	cinema	has	its	uniqueness	because	the	

films	reflect	ethnic	diversity	through	the	director's	background	(Simpson,	

Murawska	&	Lambert,	2009).	Meanwhile,	Malaysia	is	a	small	nation	that	is	

actively	developing	its	film	industry,	especially	regarding	the	development	of	

DVFx.	Therefore,	a	comparative	case	study	on	the	use	of	DVFx	as	techno-

creativity	among	these	countries	can	provide	a	new	dimension	and	a	new	

formula	for	cross-border	production,	sharing	technologies	and	creativity.	

Specifically,	this	study	compares	the	usage	and	impacts	of	DVFx	among	

filmmakers	in	Malaysia,	India	and	Australia	to	enhance	creative	storytelling	and	

techno-creativity	among	production	teams.	The	research	aims	of	this	study	are	

as	follows:	

	

1. To	compare	DVFx	usage	trends	in	Malaysia,	India	and	Australia	

2. To	explore	how	DVFx	serves	as	both	techno-creativity	and	techno-

enhancement	in	the	narrative	

3. To	analyse	audiences’	changing	tastes	regarding	DVFx	spectacular	

elements.	

	

The	objective	of	this	comparative	case	study	is	to	find	the	nexus	or	series	of	

connections	concerning	techno-creativity	and	film	narrative	in	Asia	and	

Australia’s	creative	industries	caused	by	the	revolution	of	digital	visual	effects	
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(DVFx).	Put	simply,	this	study	will	create	a	suitable	space	for	institutions	and	

individuals	to	form	practical	connections	between	experts	in	digital	visual	

representation	in	those	countries.	The	fundamental	concept	that	underlies	the	

central	question	of	this	study	is	globalization.	This	concept	indirectly	affects	the	

digital	presentation	of	creative	ideas	in	the	area	of	film	art	and	creativity.	In	

other	words,	the	emergence	of	DVFx	also	impacts	film	production	patterns	not	

only	at	the	national	level	but	also	across	countries.	

	

1.4	Conceptual	Definitions	

1.4.1	Techno-Creativity		

In	this	research,	the	concept	of	techno-creativity	designates	the	capacity	of	DVFx	

to	be	a	specific	tool	for	enhancing	creative	visual	presentation	especially	for	

digital	artists	in	film	production.	Liboriussen	(2015)	identified	the	digital	artist	

as	a	person	who	is	expert	in	digital	software	especially	in	the	creative	industries,	

such	as	an	animator,	new	media	artist,	graphic	designer,	architect,	creative	

director	or	even	sculptor.	Liboriussen’s	thought	extends	Basset,	Fotopoulou	and	

Howland’s	(2013)	concept	of	the	digital	native.6	He	contrasts	the	digital	native	

model,	where	he	imagines	young	people	possessing	necessary	expertise,	to	other	

models	where	expertise	is	thought	to	be	about	literacy	and	competency.	The	

digital	artist	is	also	closely	related	to	matters	involving	creativity.	Creativity	in	

the	film	industry	is	also	associated	with	authorship.	A	film’s	creativity	rests	

mostly	on	the	director’s	shoulders	rather	than	the	other	members	of	the	

production	team.	

	

This	means	that	it	is	essential	to	analyse	the	text	of	the	film	as	evidence	of	

creativity	in	addition	to	the	study	of	human	factors	in	the	production	team.	

Furthermore,	McIntyre’s	(2012)	view	of	actual	authorship	should	not	solely	

involve	the	film	director’s	work	but	must	be	seen	as	a	system	of	relations	among	

several	films	that	bear	the	same	signature.	This	has	similarities	with	Foucault’s	

post-structuralist	concept	of	the	author,	which	views	creativity	as	beyond	the	

																																																								
6	Digital	natives	are	the	generation	of	people	who	were	raised	in	a	digital	media	environment	
(Bassett	et	al.,	2013).	



	 14		

individualist	notion	of	personality	as	the	centre	of	creativity.		According	to	

McGowan	(2019),	Foucault	has	suggested	that	one	should	analyse	the	author	as	

an	evolving	classificatory	function	of	the	text.	Foucault	has	also	argued	that	

auteur	is	not	only	a	person	who	produces	films,	it	is	also	the	lens	through	which	

audiences	can	understand	and	classify	films.	

	

Redvall	(2012)	has	proposed	a	new	framework	for	how	to	approach	the	study	of	

film	and	media	production	using	Mihaly	Csikszentmihalyi’s	systems	view	of	

creativity.	Basic	concepts	such	as	novelty	and	value	are	central	to	a	better	

understanding	of	creativity	in	this	field.	Csikszentmihalyi’s	systems	view	of	

creativity	is	based	on	the	conviction	that	it	is	difficult	to	understand	creativity	by	

isolating	individuals	and	their	work	from	their	social	and	historical	

surroundings.	In	this	system,	Csikszentmihalyi	focuses	on	a	circle	of	cause	and	

effect,	where	three	systems	influence	each	other:	domain,	field	and	individual.	

Domain	refers	to	the	formal	system	of	symbols	based	on	the	information	that	is	

regarded	as	‘a	set	of	rules,	procedures,	and	instructions	for	action’	(Abuhamdeh	

and	Csikzentmihalyi,	2004:	33).	In	this	case,	if	someone	does	not	have	access	to	

the	relevant	information	through	a	particular	domain,	it	will	be	difficult	for	the	

individual	to	contribute	to	the	new	knowledge.	Some	domains	have	specific	

structural	causes	that	are	difficult	to	enter	and	renew	compared	to	other	

spheres.	In	the	field	of	media	and	film	production,	there	are	different	ways	of	

understanding	best	practice	such	as	the	right	way	to	structure	a	screenplay	or	

strategies	in	classical	storytelling.	The	field	is	the	social	aspect	of	the	model.	It	

includes	the	social	organization	in	the	domain	and	all	the	individuals	who	act	as	

gatekeepers	to	determine	whether	a	new	idea	or	product	is	placed	in	the	

domain.	According	to	Csikzentmihalyi	(1999),	an	individual	is	someone	who	can	

talk	about	creativity	by	using	the	symbols	of	a	specific	area,	get	ideas,	analyse	the	

latest	pattern	and	create	something	new	through	the	appropriate	field.	

	

Hence,	the	emergence	of	DVFx	in	the	film	industry	has	also	brought	creativity	to	

a	new	level.	Before	this,	creativity	in	films	was	defined	by	a	non-clichéd	storyline	

or	having	a	plot	twist	in	the	narrative	as	a	surprise	element	for	the	audience	and	

there	was	more	focus	on	neatness	in	the	storyline.	However,	the	situation	has	
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been	reinterpreted	with	the	emergence	of	DVFx.	The	ability	to	create	digital	

characters,	scenes	and	background	settings	should	also	be	evaluated	as	new	

elements	when	measuring	creativity.	Thus,	new	issues	have	appeared	such	as	

whether	DVFx	can	improve	the	quality	of	the	narrative,	or	can	the	usage	of	DVFx	

be	a	measure	of	the	creativity	of	a	film?	How	can	DVFx	help	boost	creativity	in	

the	story?	All	of	these	questions	lead	to	the	point	of	view	of	this	study	that	DVFx	

can	boost	and	lead	creativity	in	movies	all	around	the	world.	

	

1.4.2	Narrative	

The	narrative	serves	as	an	instrument	for	the	transmission	and	processing	of	

information	from	a	story	in	a	movie.	The	changes	from	classical	narrative	

techniques	to	the	focus	on	striking	aspects	has	changed	the	aesthetic	of	film	and,	

creating	another	level	of	research	opportunities.	Studies	by	Cutting,	Iricnschi	&	

Brunick	(2013)	show	that	narrative	changes	that	are	made	through	shots	and	

scenes	of	a	film	can	be	done	through	computer	algorithms	that	are	based	on	

visual	representation.	The	study	also	shows	that	there	is	a	psychic	relationship	

between	how	filmmakers	compose	shots	and	verbal	content	of	the	narrative	

unfolds.	This	supposition	should	be	reassessed.	The	clash	of	classical	and	

modern	aspects	in	any	field	of	studies,	in	fact,	provides	a	venue	for	discussion	

from	various	perspectives.	It	is	difficult	to	find	consensus	in	this	clash,	but	

priority	should	be	given	to	scholars’	ideas	and	knowledge.		

	

Narrative	aspects	have	remained	the	same	and	retained	their	importance	

throughout	the	creation	and	development	of	DVFx	technology.	There	is	also	

debate	among	scholars	that	the	emergence	of	DVFx	will	disrupt	the	aesthetic	or	

‘art’	of	the	film.	Uricchio	(2014)	states	that	we	lean	on	‘protocol’	rather	than	

aesthetics	or	narrative	to	frame	the	study	of	cinema,	while	it	is	possible	to	

analyse	films	as	hermetic	texts.	Uricchio	(2014)	also	suggests	that	cinema	is	a	

‘culturally	and	industrially	established	protocol	implemend’	where	refinement	in	

technology,	technique	and	the	creation	of	expectation	are	well	blended	to	create	

a	particular	dominant	notion	of	the	cinema.	(p.105)	
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1.4.3	Genre	

Apart	from	the	narrative	perspective,	genre	has	also	been	influenced	by	the	

advent	of	DVFx	technology.	Many	studies	conducted	by	scholars	such	as	McClean	

(2007),	Wang	(2009),	Tarancon	(2010)	and	Smith	(2013)	have	explored	the	

effect	of	DVFx	on	the	concept	of	genre.	Genre	and	DVFx	are	two	different	

concepts	that	are	unique	and	exciting,	as	genre	itself	has	varying	definitions	from	

the	industry,	scholar	and	audience	points	of	view	(Owusu	&	Aidoo,	2015;	

McClean,	2007).	This	is	because	film	genres	are	by	definition	not	just	

scientifically	derived	or	theoretically	constructed	categories,	but	always	

industrially	certified	and	publicly	shared	(Altman,	1999).	Tarancon	(2010)	said	

that	genre	is	primarily	characterized	by	its	standardized	elements,	and	also	by	

its	unexpected,	non-customary	manifestations	as	well	as	by	its	ultimately	

communicative	rationale.	As	such,	this	matter	continues	to	be	discussed	now	

that	DVFx	have	emerged	as	one	of	the	standard	elements	that	assist	in	defining	a	

genre.		

	

McClean	(2007)	has	her	own	stance	regarding	genre	and	DVFx.	For	her,	DVFx	are	

typically	used	in	movie	genres	such	as	sci-fi,	action-adventure,	fantasy	and	

horror,	which	then	affects	the	structure	of	the	narrative.	This	statement	is	

supported	by	Wang	(2009),	who	introduced	the	concept	of	‘technology-friendly’	

genres	after	the	emergence	of	DVFx.	According	to	Wang,	sci-fi,	action,	animation,	

adventure,	fantasy,	family	and	horror	are	included	in	the	technology-friendly	

category,	while	comedy,	crime,	drama,	romance	and	thrillers	were	characterized	

as	non-technology-friendly	genres.	Although	the	use	of	DVFx	is	not	limited	to	

certain	genres,	for	McClean	(2007),	DVFx	are	integral	to	the	spectacular.	McClean	

believes	that	the	use	of	DVFx	is	imperative	to	attract	the	audience’s	attention	or	

even	serves	as	the	cinema’s	‘raison	d’être’.		

	

Gunning	(1999)	argues	that	the	cinema	of	attraction	can	explain	the	

understandings	of	the	uncanny	and	agitating	power	that	is	exerted	on	the	

audiences,	including	the	first	mode	of	exhibition,	the	tradition	of	turn-of-the-

century	visual	entertainments,	and	the	aesthetics	of	cinema.	The	projection	of	

the	first	moving	images	has	become	a	climax	to	the	development	of	visual	
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entertainment.	The	use	of	technology	applied	in	entertainment	mediums	such	as	

stage	performance	as	well	as	film,	and	we	can	see	the	impact	today	through	the	

use	of	DVFx	technology.	However,	the	effect	of	the	new	technology	attraction	

remains	a	question	for	scholars.	For	example,	the	primary	purpose	of	DVFx	is	to	

attract	audiences	to	the	cinema,	but	implicitly,	a	spectacular	element	can	destroy	

the	narrative	through	bad	photorealism	and	the	misused	of	DVFx	in	certain	

scenes.	Furthermore,	there	is	also	a	view	that	DVFx	is	doing	more	than	stopping	

the	narrative;	it	is	becoming	a	substitute	for	it	by	replacing	the	character	with	

digital	forms	and	transforming	plots.	This	point	was	raised	by	scholars	such	as	

Beebe	(2000)	when	they	tried	to	introduce	a	new	kind	of	narrative	structure	that	

includes	digital	special	effects.	However,	Neale	(1990)	thought	that	the	narrative	

function	should	encourage	special	effects	production	using	the	best	tools	to	

develop	a	good	plot	structure.	According	to	McClean	(2007),	there	should	be	an	

increased	need	to	draw	on	thematic	narrative	conflicts	using	technologies	as	a	

potential	saviour	while	technology	serves	as	the	best	tool.	A	simple	display	of	

technology	for	the	sake	of	a	spectacular	element	is	becoming	difficult	to	achieve	

without	some	inference	being	drawn.		

	

1.4.4	Narrative	Techno-Enhancement		

Narrative	techno-enhancement	refers	to	the	use	of	DVFx	as	a	digital	tool	to	

enhance	the	storytelling	in	the	narrative	structure.	Like	many	others,	I	believe	

that	the	strength	of	any	film	is	rooted	in	the	power	of	its	narrative.	The	use	of	

DVFx	should	be	seen	as	a	techno-enhancement	to	change	the	old-style	narrative	

form	into	a	new	creative	style	of	expression.	Through	this	concept,	both	DVFx	

and	the	script	will	together	tell	the	story,	not	as	a	hybrid	but	as	two	separate	

storytelling	devices.	However,	according	to	Eklund	(2014),	DVFx	can	be	used	as	a	

narrative	device	in	the	story	or	as	a	techno-enhancement;	meanwhile,	the	image	

is	just	a	visualization	of	the	written	material.	Eklund	takes	a	structuralist	

semiotic	approach,	developed	by	Christian	Metz,	to	see	how	far	DVFx	can	serve	

as	techno-enhancement	of	the	narrative.	This	method	looks	at	the	visual	and	

how	it	is	building	within	the	theory.		
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The	resulting	image	of	DVFx	has	additional	and	modified	elements.	Moreover,	

the	usage	of	DVFx	as	an	enhancement	tool	has	varied	according	to	the	form.	

Carreiro	(2010)	sees	editing	in	the	post-production	process	as	parallel	with	the	

pre-production	(script	writing)	stage,	as	it	reflects	a	continuation	of	the	aesthetic	

narrative	style.	The	narrative	has	to	be	motivated	by	the	logic	of	the	story,	and	

editing	should	support	the	narrative’s	psychological	realism.	In	other	words,	the	

Hollywood	classical	narrative	style	lifts	the	main	storyline	more	than	the	editing	

with	the	use	of	improved	and	upgraded	elements	such	as	DVFx.	In	other	words,	

the	Hollywood	classical	narrative	style	is	made	to	appear	invisible	via	editing.	

However,	the	spectacle	of	DVFx	does	not	exist	in	opposition	to	narrative	

progression,	as	some	scholars	suggest;	instead,	digital	technology	can	improve	

the	narrative	sequence.	DVFx	can	enhance	the	storytelling	through	the	

promotion	of	belief	in	the	fictional	reality	of	narrative	events	(Bernard,	2011).		

	

1.5 	Outline	of	Thesis		

This	thesis	has	eight	chapters.	This	introduction	chapter	has	provided	

information	on	the	rationale	for	the	research	as	well	as	information	on	the	

research	question,	aims	and	objective.	This	section	outlines	the	overall	structure	

of	the	thesis	and	the	final	goal	of	this	study.		

	

Chapter	two	presents	a	literature	review	on	national	versus	transnational	

cinema,	Malaysia,	India	and	Australia’s	creative	industries,	cinema	culture	and	as	

well	as	audience	research.	The	literature	review	in	this	chapter	discusses	the	

basic	frameworks	of	studies	on	how	DVFx	impact	the	field	of	communication	

from	the	micro	to	the	macro	levels.	This	chapter	will	also	focus	on	the	conceptual	

and	theoretical	frameworks	guided	by	the	systems	model	of	creativity	by	

Csikzentmihalyi	(1998)	and	the	modified	model	by	Kerrigan	and	McIntyre	

(2010).		

	

Next,	chapter	three	will	discuss	in	detail	the	qualitative	research	methods	used	

in	this	study.	The	chapter	also	addresses	the	relevance	of	the	textual	analysis	

methods,	in-depth	interviews	and	focus	group	discussions	that	were	used	in	this	

research	to	answer	the	research	questions	and	research	aims.	Emphasis	will	also	
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be	given	to	the	sampling	method	especially	in	the	interviews	and	focus	group	

discussions.	In	addition,	this	chapter	also	explains	in	detail	the	procedures	

undertaken	to	obtain	data	including	my	experience	when	doing	fieldwork	in	

Kuala	Lumpur,	Mumbai	and	Sydney.	

	

Chapters	four,	five,	six	and	seven	discuss	the	findings	of	the	research	and	data	

analysis.	Chapter	four	provides	a	close	look	at	the	first	aim	of	the	research.	This	

chapter	also	compares	DVFx	technology	usage	trends	in	Malaysia,	India	and	

Australia	in	movies	that	have	won	awards	at	domestic	film	festivals.	The	analysis	

in	this	chapter	is	divided	into	two	parts,	namely	narrative	analysis	and	

iconographic	analysis.	The	findings	in	this	chapter	are	important	to	show	how	

technology	affordance	affects	the	trends	and	phenomena	of	DVFx	globally.	

	

Discussion	on	DVFx	as	a	tool	that	creates	techno-creativity	is	included	in	chapter	

five	of	this	thesis.	In	this	chapter,	the	analysis	of	the	in-depth	interviews	with	

informants	shows	that	DVFx	are	a	positive	indicator	of	digital	visual	presentation	

in	film	production.	The	analysis	in	this	section	begins	with	a	discussion	of	the	

technology	revolution	and	DVFx	as	well	as	how	the	social	environment	

influences	individual	creativity.	The	most	important	finding	in	this	chapter	

concerns	techno-creativity	modifications	that	integrate	ideation	and	

implementation	factors.	

	

The	next	chapter	discusses	the	effect	of	DVFx	as	narrative	techno-enhancements.	

The	analysis	in	this	chapter	aims	to	see	how	DVFx	function	to	develop	the	

narrative	in	storytelling	through	the	aid	of	visual	imagination.	Discussions	also	

include	the	effect	of	DVFx	on	digital	narratives’	capability	to	provide	interactivity	

functionality	for	the	development	of	a	story.	The	analysis	found	that	DVFx	can	

serve	as	a	narrative	enhancement	tool	and	also	can	act	as	a	distraction	for	the	

audience	if	not	used	properly.	

	

Chapter	seven	will	address	the	third	research	aim	on	how	DVFx	impact	

audiences’	tastes.	The	discussion	in	this	chapter	is	based	on	data	obtained	

through	focus	group	discussions	with	moviegoers	in	all	three	countries.	The	
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analysis	in	this	chapter	begins	with	a	comparison	of	the	aspects	of	taste	formed	

by	the	industry	and	the	real	tastes	of	the	audience,	which	shows	a	significant	

difference	especially	through	their	different	habitus,	a	concept	introduced	by	

Bourdieu	(1984).	This	chapter	suggests	that	DVFx	have	contributed	to	

transformation	of	the	tastes	of	audiences	through	social	factors	and	cultural	

proximity	factors,	modernity	and	technology	as	well	as	genres	and	generation	

gaps.	

	

The	final	chapter	in	this	thesis	will	focus	on	how	technology	globalization,	

specifically	DVFx,	affects	the	creative	narrative	and	digital	visual	presentations	in	

film	production.	This	chapter	covers	the	main	contributions	made	by	this	study,	

divided	into	academic	contributions	and	practical	contributions.	Among	the	

academic	contributions,	this	study	has	modified	the	traditional	view	of	techno-

creativity	that	focuses	on	individual	domains	by	using	the	systems	view	of	

creativity	introduced	by	Csikzentmihalyi.	There	are	also	several	

recommendations	for	the	DVFx	industry	especially	in	Malaysia	that	are	

contained	in	the	practical	contribution	section.	
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CHAPTER	2	

	

LITERATURE	REVIEW	AND	CONCEPTUAL	

FRAMEWORK		

	
2.1	Introduction	

This	chapter	will	discuss	work	that	engages	with	DVFx’s	technological	

development	and	its	influence	on	the	film	industry,	using	it	as	a	platform	for	the	

concept	of	transnational	cinema,	which	is	aligned	with	the	development	of	the	

creative	industries	as	well	as	film	culture.	As	a	beginning,	critical	and	widespread	

discussions	in	this	chapter	also	cover	the	themes	of	globalization	and	

internationalization.	At	the	end	of	this	chapter	the	conceptual	framework	and	

theory	underlying	the	study	of	Csikszentmihalyi’s	systems	view	of	creativity	will	

be	introduced.	

	

2.2	Globalization	of	Technology	and	Co-production		

The	contemporary	DVFx	revolution	is	a	result	of	progress	and	modernity	in	the	

digital	age.	In	this	era,	globalization	of	technology	has	indirectly	created	ties	and	

cooperation	networks	between	countries	through	co-production	and	through	

user–creator	interaction	known	as	interactivity,	especially	involving	

contemporary	media	use	such	as	DVFx.	Hence,	it	is	necessary	to	understand	

creative	practice	in	screen	production	research	within	the	framework	of	a	broad	

range	of	activities	that	include	production	and	distribution	of	films	such	as	

globalization	and	co-production	(Kerrigan,	Verdon,	&	Aquilia,	2018).	

	

The	impact	of	technology	globalization	in	this	field	is	extensive.	While	

globalization	is	primarily	considered	an	economic	process,	it	also	involves	

cultural	changes	that	occur	due	to	the	spread	of	global	corporate	neoliberalism	

as	a	form	of	commodification	and	modification	(Cover,	2015).	In	other	words,	

globalization	facilitates	and	expedites	the	spread	of	social	information	and	social	
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movements	across	the	world	including	the	revolution	of	new	digital	technologies	

in	the	film	and	creative	industries.	According	to	Jameson	(2010),	globalization	in	

the	postmodern	era	can	be	readily	understood	through	the	concept	of	hybridity.		

	

According	to	Midson	(2015),	hybridity	appears	in	many	discourses	and	has	

multiple	meanings.	Hybridity	can	refer	to	the	field	of	biology	as	well	as	

technology,	such	as	genetic	and	engineering,	which	refer	to	human	and	

technology	integration.	Hybridity	has	become	one	of	the	most	important	

postmodern	concepts	as	it	has	a	historical	relationship	with	all	forms	of	

technological	advances	such	as	cybernetic	production	and	the	process	of	cultural	

mixing	and	exchange.	This	is	because	hybridity	is	closely	related	to	globalization	

and	migration	because	the	hybrid	is	purposefully	deployed	to	promote	

revolution	and	change.	From	this	perspective,	globalization	gave	DVFx	a	‘soft	

power’7	as	a	new	tool	of	mixing	and	exchange,	especially	in	the	creative	visual	

representation	and	technology	industries.	Technology	such	as	DVFx	has	also	

transformed	production	and	post-production	practices	through	the	process	of	

internationalization	in	a	good	way.	According	to	Cover	(2015),	digital	media	

technology	is	framed	as	safe	globalization,	which	reveals	national	identity	to	

other	cultures	and	other	nations	without	any	physical	encounter.	It	allows	new	

digital	media	technology	to	work	actively	through	relational	curiosity,	not	only	

allowing	the	transmission	of	media	text,	sound	and	images	around	the	world	but	

also	enabling	them	to	be	received	with	enthusiasm,	passion	and	pleasure.	

Hybridity	is	the	key	concept	of	cyborgs;	it	invokes	mixed	technological	

innovations	and	influences,	and	is	acclaimed	as	the	origin	of	creativity	in	cultural	

industries	production	(Hutnyk,	2005).	

	

As	part	of	globalization,	co-production8	provides	an	advantage	primarily	through	

the	efficient	use	of	resources,	especially	for	the	countries	involved.	Taylor	(1995)	

states	that	co-production	is	perceived	to	enhance	collaboration	between	

																																																								
7	This	terminology	is	developed	by	Prof.	Joseph	Nye	and	refers	as	a	country’s	ability	to	attract	
others	through	ideas,	values	and	ideologies	(Hanes	&	Andrei,	2015).	
8	The	co-production	has	been	put	in	place	to	encourage	production	and	foster	relationship	
between	international	filmmakers.	In	allowing	two	or	more	international	producers	to	come	
together	to	make	a	screen	project,	it	provides	them	with	the	opportunities	to	access	the	
recourses	to	produce	projects	that	will	be	internationally	competitive	(Screen	Australia,	2015)	



	 23		

countries	which	can	share	expertise	and	knowledge	to	compete	in	an	

international	market.	As	such,	co-production	also	involves	international	

cooperation	covering	distribution,	festivals	and	artistic	production,	as	well	as	

post-production	including	the	use	of	DVFx.	This	suggests	that	globalization	has	

not	only	shaped	the	internationalization	of	the	film	industry	but	also	the	

development	of	transnational	cinema.		

	

According	to	Berg	(2015),	the	concept	of	‘co-evolution’	or	co-production	is	

potentially	significant	in	explaining	and	analysing	the	dynamics	of	the	creative	

industries,	since	it	involves	cross-border	cooperation	and	interaction	between	

industry	and	certain	institutions	as	well	as	economic	benefits.	Previous	research	

by	Khoo	(2014)	and	Jones	(2016)	has	shown	that	co-production	can	help	explain	

the	relationship	between	changes	in	surrounding	institutions	(such	as	film,	film	

industry	and	DVFx	studios)	and	the	development	of	the	creative	industries.	

Then,	in	the	film	industry,	it	also	means	that	the	company	and	production	studio	

are	both	flexible	organizations	and	specialized	in	the	development	of	the	creative	

industry’s	activities.	This	helps	to	drive	the	industry	towards	geographical	

agglomeration	in	clusters	such	as	Hollywood	and	Bollywood	(Berg,	2015).	This	

view	clearly	shows	how	globalization	and	internationalization	have	become	an	

essential	mechanism	in	the	well-established	and	recognized	creative	industries.	

	

Both	the	economic	and	cultural	effects	of	globalization	boost	the	development	of	

movies	around	the	world	through	processes	and	practices	such	as	increasing	

investment	in	film	production,	and	the	diversity	of	cinema	marketing	channels	

supported	by	improved	government	policies	to	promote	the	film	industry	and	

technology.	Globalization	in	the	movie	industry	also	affects	audiences’	tastes,	not	

only	in	the	global	free	market	but	of	niche	audiences	as	well.	This	segmentation	

of	the	audience	has	happened	because	globalization	opened	up	cross-border	

production	or	transnational	cinema.	Transnational	cinema	refers	to	cinema	

influenced	by	a	diaspora	and	a	diversity	of	identity,	where	multi-locality	re-

strengthens	and	re-creates	the	crossing	of	boundaries.	Transnational	processes	

also	open	filmmaking	to	the	flow	of	ideas	across	cultures.	According	to	Radovic	

(2014),	the	central	transnational	perspective	is	the	cross-cultural	flow	and	



	 24		

exchange	of	ideas,	images	and	metaphors	that	are	associated	directly	with	

interpretation	and	cultural	reproduction.		

	

Transnationalism	also	provides	a	critical	point	of	view	to	explore	the	process	of	

cross-cultural	production	not	only	from	the	local	perspective	but	also	in	the	

broader	global	context.	Storper	and	Christopherson	(1987)	proposed	the	term	

‘dynamic	networks’	as	a	concept	to	explain	the	formation	of	cross-border	

production	in	the	organizational	context.	Such	a	network	will	determine	the	

nature	of	the	production	system	as	a	whole.	Storpher	and	Christopherson	(1987)	

also	suggest	the	term	‘split	locational	pattern’	to	describe	the	networks	created	

by	a	strong	conglomerate	system.	Therefore,	there	is	a	need	to	explore	

transnational	production	to	understand	the	relationship	that	underlies	the	whole	

production	nexus.		

	

2.3	Defining	National	and	Transnational	Cinema		

Esfandiary	(2012)	stated	that,	until	the	mid	of	the	1980s,	the	concept	of	national	

cinema	had	been	debated	among	scholars	because	of	the	unproblematic	concept.	

This	is	due	to	Hollywood's	dominance	in	the	movie	market	in	most	countries	in	

the	world.	Market	dominance	by	most	studios	or	US-based	companies	

undermines	the	efforts	that	are	made	by	most	other	national	cinema	products	

either	by	participation	in	world	film	festivals	or	being	involved	with	the	

international	screening.	Historically,	this	dominance	began	in	the	early	1920s,	

with	a	strength	of	70	to	90	percent	of	the	total	revenues	in	every	country	in	the	

world	(Christie,	2013).	In	simple	terms,	national	cinema	means	films	are	

produced	by	the	film	production	industry	in	a	particular	country.	According	to	

O'Regan	(1996),	national	cinema	involves	the	relationship	between	film	as	a	

'national'	text	as	well	as	the	international	film	industry	and	involves	social,	

political,	and	cultural	contexts.	

	

The	concept	of	national	cinema	has	been	a	critical	subject	in	theory	and	

construction	at	the	end	of	the	1980s.	Some	scholars	conclude	that	the	process	of	

globalisation	and	regionalisation	of	national	cinema	can	no	longer	be	considered	

a	solid	concept	in	the	world	of	cinema.	They	argue	that	the	emergence	of	
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transnational	institutions	and	networks,	co-production,	and	transnational	

distribution	and	exhibition	of	the	film	has	made	national	cinema	less	relevant	to	

discuss	(Elsaesser,	2005).	According	to	Higson	(1995),	some	scholars	propose	

other	terms	to	refer	to	national	cinema	such	as	'socialist	cinema'	and	'green	

cinema.'		

	

However,	there	are	some	unique	features	of	a	movie	that	fall	into	the	national	

cinema.	Christie	(2013)	argues	that	most	films	in	national	cinema	use	historical	

narrative	heavily.	Besides,	national	filmmakers	display	national	production	at	its	

most	exportable,	indigenised	genre,	artistic	movements,	and	influences.	For	

example,	Australian	films	such	as	Strictly	Ballroom	(Luhrmann,	1992),	The	

Adventure	of	Priscilla:	Queen	of	the	Desert	(Elliot,	1994)	and	Star	Struck	

(Armstrong,	1982)	are	the	examples	of	not	only	national	films	featuring	

Australian	musicals	but	each	can	be	seen	to	Australianised	the	form.	(O'Regan,	

1996).	Taking	Australian	cinema	as	one	example	of	national	cinema,	the	cinema	

contains	unique	and	distinct	films	from	cultural	performances,	energies,	screen	

identities,	knowledge,	and	strategies	that	are	significant	with	one	another.	

	

Communication	researchers	provide	varying	definitions	of	transnational	cinema	

and	this	topic	has	begun	to	receive	critical	attention.	The	primary	thing	to	be	

aware	of	in	discussing	this	concept	is	the	difference	between	the	concepts	of	

transnationalism	and	globalization.	Pugsley	(2013)	defines	national	cinema	as	a	

project	protected	by	policies	drafted	by	a	country's	departments	and	ministries	

to	ensure	a	systematic	value	and	cultural	output	capable	of	representing	the	

nation.	The	transnational	cinema	framework	has	had	a	see-sawing	relationship	

with	the	national	cinema	framework:	as	the	valuation	of	national	cinema	

reduces,	the	appraisal	of	transnational	cinema	will	rise.	The	question	now	is	

whether	national	cinema	is	going	to	weaken	and	eventually	be	replaced	by	

transnational	cinema?	From	another	point	of	view,	is	transnational	cinema	going	

to	grow	as	an	autonomous	concept	outside	the	national	cinema	surroundings?	In	

order	to	answer	these	questions,	we	must	understand	the	logical	principles	or	

intentions	that	are	implied.	According	to	Chang	(2017),	the	concept	of	

transnational	cinema	helps	us	understand	how	a	movie	interacts	with	the	idea	of	
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nationhood.	The	transnational	cinema	framework	is	unable	to	exist	on	its	own,	

and	it	will	continue	to	rely	on	the	rubrics	of	national	cinema.	

	

Transnational	cinema	is	not	just	an	ill-defined	concept,	but	it	is	also	unable	to	

support	the	relationship	between	the	‘transnational’	and	‘cinema’	components	

and	also	its	inherited	DNA	of	national	cinema	(Zhang,	2006)..	It	is	where	the	deep	

concepts	of	cinema	are	flattened,	which	highlights	the	true	character	of	a	

transnational	film.	However,	according	to	Choi	(2012),	transnational	concepts	

are	also	likely	to	sound	‘oxymoronic’	because	national	and	transnational	

negativity	are	closely	related	to	each	other.	Choi	looks	at	it	from	a	different	

perspective,	especially	in	the	film	industries	of	Asian	countries.	He	tries	to	find	a	

balance	between	national	and	transnational	cinema	to	examine	the	multivalent	

relationships	and	disconnections	that	exist	between	the	two.	According	to	Choi,	

the	two	are	interconnected,	complementary	and	reciprocal.	However,	the	

relationship	between	the	national	and	transnational	in	the	Asian	film	industry	is	

more	than	the	complementary	relationship	between	the	countries	concerned.	He	

considers	transnationalism	as	an	enzyme	that	prompts	the	organizational	

metabolism	of	the	national	industries.	

	

Nevertheless,	there	is	a	limit	to	the	concept	of	transnational	cinema,	especially	to	

cinematic	processes	and	practices	such	as	distribution,	viewing,	exhibitions,	

modifications	(such	as	editing,	dubbing,	translation	and	subtitles)	and	also	

interstate	functions	(fan	clubs,	festivals,	blogs).	If	these	factors	and	processes	are	

taken	into	account,	there	will	be	some	that	cannot	meet	the	criteria	for	

transnational	cinema.	Berry	(2010)	questioned	whether	transnational	cinema	is	

a	theoretical	or	a	practical	concept.	Can	transnationalism	be	something	different	

and	more	specific	than	a	catch-all	category	for	all	non-national	cinema,	or	is	it	

synonymous	with	existing	terms?	If	transnational	cinema	is	to	have	any	value,	it	

should	be	more	than	just	‘international	cinema’	or	‘world	cinema’.	

	

In	general,	most	debates	and	scholars’	views	on	transnational	concepts	are	about	

the	revision	of	cross-country	and	cultural	delineation	issues.	Peberdy	(2014)	

highlighted	the	major	issues	in	transnational	concepts	related	to	cross-cultural	
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construction	as	well	as	the	relationship	between	transnationalism,	authorship	

and	stardom.	According	to	Milja	(2014),	transnationalism	often	refers	to	the	

multiple	identifications	in	the	diaspora	in	which	a	locality’s	diversity	contributes	

to	re-strengthening	and	re-creating	ties	that	transcend	the	boundaries	of	

geography,	regardless	of	the	industry.	This	identification	refers	to	the	process	of	

movement	and	sharing	of	ideas	and	dissemination	of	knowledge	in	a	field	that	

transcends	cultural	and	national	boundaries.	According	to	Barker	(2018),	

transnational	screen	industries	connections	are	formed	through	the	migration	of	

creative	workers,	investment	flows,	co-production	cooperation.	From	the	

creative	industries	point	of	view,	Milja	refers	to	the	film	industry	as	one	of	the	

best	examples	for	explaining	transnational	concepts	that	exist	in	various	ways	

and	forms,	from	the	form	of	production	to	the	form	of	marketing	and	

distribution.	The	film	industry	has	indirectly	involved	the	community	or	sector	

players	in	the	creative	industries	and	contributes	to	a	more	important	role	in	

mobilizing	the	country’s	culture	and	economy.	This	statement	is	supported	by	

Athique	(2014),	who	assumes	that	the	involvement	of	the	global	community	in	

transnational	productions	will	also	contribute	to	information	flow.	This	

transnational	discourse	also	tends	to	emphasize	the	flow	of	culture	that	will	

correct	the	concept	of	‘boundary’	and	national	meaning	(Athique,	2014).	

	

Choi	(2012)	also	presented	three	concepts	and	analytic	values	on	the	

transnational.	First	of	all,	transnational	conceptual	values	become	clear	when	

compared	to	global	conditions.	While	the	concept	of	the	global	is	full	of	blurred	

historical	and	geo-cultural	references,	the	transnational	can	be	built	to	replace	

the	universal	global	metaphor	and	enables	the	visualization	of	specific	

mechanisms	in	the	integration	of	diverse	spaces.	Thus,	the	transnational	can	be	

used	as	a	tool	for	tracking	historical	structures	and	institutional	reference	paths	

for	cinematic	cross-country	efforts	that	have	been	hindered	by	geo-cultural,	

ethnolinguistic	and	political-economic	relations.	Secondly,	transnationalism	has	

announced	some	fractures,	discords	and	endemic	centrifugal	forces	to	national	

unity	in	general	while,	thirdly,	transnational	is	the	best	medium	to	observe	the	

tenacity	of	the	national.	This	means	transnational	cinema	is	the	most	effective	

medium	to	answer	the	question	of	economic	and	institutional	demands	for	the	
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production	of	national	cinema.	This	is	because	there	are	some	negotiable	terms	

or	elements	in	transnational	cinema	such	as	production,	distribution,	cultural	

diffusions	and	reproduction,	which	is	spread	across	nation-state	borders	(Milja,	

2014).	This	answer	refers	to	some	of	the	common	cases	in	the	current	industry,	

such	as	a	diasporic	director	who	is	not	affiliated	with	or	sponsored	by	any	

national	cinematic	institution	and	not	from	that	country.	As	such,	

transnationalism	can	be	the	logic	agent	of	this	state	of	change.	The	fundamental	

issue	that	Choi	is	trying	to	address	is	that	nationalism	is	no	longer	a	defence	for	

cinema	against	the	entry	of	global	or	supranational	influences,	though	both	are	

scientific-national	and	subject-contingent.	

	

2.4	Features	of	Transnational	Cinema	

Generally,	scholars	such	as	Esfandiary	(2012)	and	Milja	(2014),	view	national	

cinema	as	the	production	of	a	film	or	cultural	product	based	on	local	context	and	

national	characteristics	but	its	definition	is	still	an	object	of	debate.	However,	

there	are	fundamental	interrelationships	and	concepts	such	as	the	ever-changing	

nature	of	the	boundary	and	the	emergence	of	rapid	technological	developments.	

However,	the	borders	are	not	rigidly	fixed;	they	are	negotiable.	According	to	

Yoshimoto	(2013),	no	single	model	can	describe	the	complexity	of	the	

relationship	that	exists	between	national	and	transnational	cinema.	This	

statement	is	proven	when	the	national	media	model	depends	on	the	notion	that	

the	world	is	constructed	from	national	components,	even	though	it	has	been	

acquiring	collective	and	transnational	characteristics	(Athique,	2014).	This	

notion	is	enhanced	by	the	concept	of	globalization	and	technological	

developments	that	also	accelerate	and	contribute	to	the	process	of	forming	

transnationalism.	According	to	Athique	(2014)	also,	the	‘transnational’	paradigm	

exists	in	media	content	as	well	as	in	the	form	of	expertise.	

	

According	to	Milja	(2014),	the	film	is	a	‘natural’	medium	that	can	spread	and	

cross	the	boundaries	of	a	country.	The	film	is	also	produced	and	crafted	by	a	

wide,	diverse	cultural	position	and	location,	and	artistic	individuals	or	experts.	

Therefore,	Milja’s	base	statement	leads	to	the	question	of	whether	the	work	of	

this	national,	cross-border	cinema	could	be	the	same	as	one	of	transnational	
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cinema’s	traits?	To	evaluate	whether	a	cinema	is	national	or	not,	assessments	are	

usually	made	from	the	narrative	and	story	form	or	the	storytelling	of	a	work	

produced.	In	essence,	the	narrative	or	storytelling	themes	of	a	national	cinema	

will	symbolize	the	system	of	beliefs,	cultural	values	or	disappointments	of	a	

country.	Interstate	narratives	have	led	to	the	transnational	cinema	concept,	

where	the	process	of	developing	the	interstate	film	narrative	depends	on	the	

local	context	rather	than	the	preferences	of	the	non-local	context.	Athique	

(2014)	agrees	with	this	opinion,	stating	that	when	media	content	is	understood	

through	a	national	framework,	global	perspectives	are	overlooked.	This	is	

demonstrated	by	the	understanding	that	local	contexts	(whether	film	or	media	

content)	can	be	interpreted	differently	by	people	of	different	cultures,	which	will	

cause	differences	in	understanding	amongst	interstate	audiences.	For	example,	

Slumdog	Millionaire	(Danny	Boyle,	2008)	has	received	criticism	from	western	

film	critics	for	its	'poverty	porn'	(Miles,	2009).	Meanwhile,	people	in	India	are	

protesting	against	the	film	for	merely	using	the	word	'dog'	in	the	film's	title.	'Dog'	

in	a	local	culture	gives	the	despicable	image	of	the	slums.	(Esfandiary,	2012).	

	

This	viewpoint	is	important	because	to	explore	transnational	cinema	we	indeed	

cannot	escape	from	the	aspect	of	representation	and	acceptance	of	diverse	

cultural	angles	on	a	film.	These	angles	can	also	indirectly	open	critical	space	to	

consider	cross-cultural	processes	in	transnational	cinema,	not	only	from	the	

local	aspect	but	also	from	the	global	perspective.	When	we	talk	about	the	

concept	of	transnationalism	from	the	aspect	of	the	film,	we	are	not	only	focusing	

on	its	cross-cultural	elements,	but	we	should	look	at	the	more	critical	and	more	

profound	issue	of	a	film’s	audience.		This	is	to	say,	films	that	are	produced	

through	transnational	cinema	by	'cosmopolitan'	filmmakers	highlight	the	issues	

and	universal	themes	that	go	beyond	local	and	national	prejudices.	This	situation	

indirectly	indicates	that	transnational	cinema	also	addresses	a	diverse	global	

audience.	

	

However,	there	are	fundamental	interrelationships	and	issues	in	the	area	of	

transnational	cinema	studies,	such	as,	ever-changing	nature	of	national	

boundaries,	and	the	rapid	emergence	of	technological	developments.	For	
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example,	Chinese	transnationalism	among	countries	such	as	Mainland	China,	

Hong	Kong,	Taiwan,	and	Malaysia	has	eliminated	the	boundaries	between	

countries	through	screen	industry	connections	formed	by	co-production	

partnerships,	as	well	as	the	movement	of	migration	workers	(Barker,	2018).	

Nevertheless,	the	borders	are	not	rigidly	fixed;	they	are	negotiable.	As	stated	at	

the	beginning	of	this	chapter,	the	concept	of	transnationalism	is	different	from	

the	concept	of	globalization.	Globalization	within	the	context	of	this	cultural	

product	is	commonly	used	to	refer	to	the	increase	in	interactivity	and	change	

and	the	collapse	of	national	boundaries	(Cover,	2015).	While	the	concept	of	the	

transnational	primarily	refers	to	the	cultural	practices	that	have	increasingly	

taken	place	across	the	national	boundaries	of	countries	over	the	last		century,	

this	phenomenon	does	not	necessarily	infer	the	term	globalization	(Athique,	

2014).	In	this	case,	the	concepts	of	national	cinema,	transnationalism	and	

globalization	are	interconnected,	forming	a	mutual	influence.	Content	in	national	

cinema,	which	is	typically	derived	from	national	interests	and	cultures,	can	be	

developed	and	constructed	due	to	cross-border	aspects	of	globalization	to	create	

transnational	relations	and	phenomena.	In	transnational	cinema,	there	are	many	

national	concepts	or	cultural	products	that	are	shared	based	on	the	trust	of	their	

respective	countries,	and	this	is	the	cause	of	value	sharing	in	transnational	

contexts.	

	

Through	global	emergence,	national	cinema	has	become	more	modular,	more	

diverse	and	more	segmented.	Instead	of	relying	on	unity,	integration	and	

uniformity,	national	cinema	is	unified	in	opposition	to	what	is	known	as	‘foreign’.	

The	film	industry	is	also	growing	increasingly	transnational,	especially	the	

cinema	of	developing	countries,	as	film	is	an	economic	resource	based	on	

cultural	products.	This	trend	is	more	about	the	concept	of	the	extra-national	and	

is	far	from	the	concept	of	de-nationalization.	To	be	more	precise,	transnational	

cinema	is	also	a	process	of	re-nationalization	by	way	of	embracing	the	elements	

that	were	previously	removed	or	constructed	as	foreign.	In	other	

understandings,	transnational	cinema	serves	as	a	catalyst	to	national	cinema,	

which	is	something	that	began	with	a	national	perspective.	Putting	transnational	

cinema	in	the	opposite	direction	from	national	cinema	is	impossible.	National	
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cinema	is	already	natural	and	is	always	‘trans’	by	using	of	cultural	and	economic	

resistance	strategy	for	asserting	national	identity.	It	has	changed	and	is	

exchanged	by	factors	such	as	market	forces,	government	support	and	cultural	

transfer	(O’Regan,	1996).		

	

The	cinema	industry	is	not	only	a	branch	of	the	creative	industries	but	itself	

relies	upon	their	many	other	divisions,	using	other	components	of	creative	

industry	such	as	writing,	acting,	music	and	digital	technology	(such	as	DVFx)	in	

most	movie	production.	According	to	Crane	&	Janssen	(2008),	this	creative	art	is	

also	transnational	because	there	is	an	increase	in	cultural	globalization	in	the	

culture	industry.	Thus,	there	is	a	significant	relationship	between	the	creative	

industries	and	transnational	cinema.	Hence,	the	next	section	will	discuss	the	

creative	aspects	of	the	industry	as	one	of	the	platforms	that	contribute	to	the	

transnational	cinema	process	through	the	development	and	sharing	of	

technology	as	well	as	creativity	in	cultural	production.	

	

2.5	Creative	Industries	

When	we	are	talking	about	the	word	‘industry’,	we	are	evaluating	and	surveying	

a	colossal	topic	involving	the	whole	economic	sector	of	a	country.	The	growth	of	

creative	industries	is	an	interesting	phenomenon,	especially	in	terms	of	cultural,	

social,	economic	and	power	transformation	(Jones,	Svejenova,	Pedersen,	&	

Townley	2016).	The	activities	involved	in	these	industries	include	the	process	of	

conceiving,	producing	and	distributing	the	aesthetic	products	and	products	

having	artistic	value	such	as	writing,	music,	films,	performing	arts	and	dance	as	

well	as	services	such	as	advertising	and	digital	media	technology.	Hence,	all	of	

these	creative	sectors	indirectly	impact	the	local	and	global	economic	changes	

coupled	with	advances	in	technology	that	are	equally	accelerating	the	process	of	

change.	The	term	creative	industries	is	also	used	more	in	depth	to	refer	to	a	

more	general	reflection	of	‘culture’	and	‘creativity’	as	a	driver	for	post-industrial	

economic	restructuring	and	growth	(Banks	&	O’Connor,	2017).	Hence,	the	

backbone	of	the	development	of	the	creative	industries	in	a	country	is	the	culture	

with	an	active	group	of	cultural	apparatchiks	and	entrepreneurs	as	its	movers.		
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According	to	Daniel	(2017),	the	creative	industries	of	each	country	are	different.	

The	United	Kingdom	government	defines	the	creative	industries	as	industries	

that	involve	creativity,	skills,	individual	talents	and	the	potential	of	generating	

economic	resources	and	intellectual	property.	Unlike	the	UK,	the	United	States	

uses	creative	industries	to	refer	to	two	broader	sectors,	the	first	the	arts	and	

culture	sector	while	the	other	one	is	the	entertainment	and	copyright	sectors.	

Countries	in	Asia	are	involved	in	the	creative	industries	to	commercialize	aspects	

of	their	cultures,	such	as	China	which	also	uses	the	term	‘creative	industries’.	In	

essence,	however,	the	definitions	and	terms	of	the	creative	industries	vary	

widely,	so	it	is	discussed	here	in	conjunction	with	practical	or	creative	activities	

and	employment	within	economies.	

	

Although	the	creative	industries	and	transnationalism	seem	to	have	profound	

implications	for	culture,	creativity	and	economics;	the	future	direction	of	this	

industry	remains	the	crucial	question..	In	examining	a	creative	industries	model	

in	London,	Banks	and	O’Connor	(2017)	look	at	four	discrete	fields	of	inquiry:	

uneven	development;	econometrics;	cultural	case,	culture	and	civic	value;	and	

cultural	work.	In	reality,	the	creative	‘ecosystem’	that	exists	in	the	industry	is	

facing	problems	of	survival	and	competitiveness,	either	internally	or	in	

partnership.	This	is	because	the	cultural	investment	inherent	in	the	industry	is	

different	at	the	local	and	national	levels.	This	inequality	has	led	to	different	

directions	at	the	two	levels.	For	example,	the	local	level	is	more	concerned	with	

building	an	image	and	the	suitability	of	economic	activity	while	more	‘hard’	

economic	cases	are	a	focus	at	the	national	level.	Hence	when	at	the	national	or	

government	level	the	value	and	potential	of	local	culture	is	considered,	they	use	

it	as	a	social	and	economic	problem	solver.	

	

Hartley	(2015)	notes	that	the	studies	of	creative	industries	necessarily	involve	

consideration	of	their	cultural	dimensions,	which	include	the	domains	of	

economics,	media,	technology	and	audiences	and	is	in	line	with	current	

developments	and	the	advancement	of	technology	and	global	markets.	In	fact,	

according	to	Hartley,	intellectual	culture	requires	a	new	dimension	of	culture	

theory	which	is	more	in	line	with	current	developments	and	the	advancement	of	
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technology	and	global	markets.	Today’s	technological	advancement	and	the	

digital	revolution	have	indirectly	accelerated	the	development	of	creative	

industries	around	the	world.		

	

It	is	no	wonder	that	technology	is	the	fundamental	and	ubiquitous	in	the	

industries	that	enhance	creativity	through	tools	and	other	digital	applications.	

According	to	Abbasi,	Vassilopoulou	and	Stergioulas	(2017),	increased	interaction	

between	the	creative	and	technology	sectors	has	had	six	significant	

consequences.	First,	technology	has	led	to	a	new	form	of	artistic	eccentricity	and	

new	genres	of	arts	such	as	the	emergence	of	new	media	art,	digital	art	and	video	

art.	Secondly,	this	change	has	also	led	to	a	new	understanding	of	creativity	such	

as	in-game	creation,	in-theatre,	and	in-gallery	apps.	Next,	the	creative	industry	

has	also	opened	up	new	business	models	such	as	the	digital	marketplace	and	

new	channels	of	product	marketing	and	creative	services.	Fourth,	technology	in	

the	creative	industry	has	created	a	new	form	of	interaction	and	collaboration	

among	user-producers.	Fifth,	these	interactions	and	collaborations	will	also	build	

a	virtual	community	network	between	creators,	innovators	and	audiences,	while	

the	final	consequence	of	technology	in	the	creative	industries	is	the	emergence	of	

new	forms	of	creativity	such	as	creativity	in	the	production	of	a	film	using	DVFx	

technology.	

	

The	DVFx	technology	used	in	most	creative	industries	in	the	world	involves	

techniques	such	as	cinematography	technology,	production	design,	sound	

design,	editing	and	digitization	of	cameras,	3D	modelling	and	animation.	The	

production	of	all	these	visual	impact	techniques,	especially	CGI,	has	opened	a	

new	economic	market	around	the	world	for	the	services	of	DVFx	studios	

(Samaras	&	Johnston,	2018).	These	DVFx	studios	and	companies	operate	in	a	

transitory	state	as	well	as	crossing	national	borders	through	creations	coming	

from	different	backgrounds.	It	is	not	surprising,	however,	that	if	we	watch	the	

credits	roll	in	a	film,	the	team	involved	in	the	visual	effects	is	much	larger	than	

the	members	of	the	production	team.	There	are	nearly	500	visual	effects	firms	

around	the	world	(Curtin	&	Sanson,	2017).	Countries	like	Canada,	Australia,	New	

Zealand,	the	United	Kingdom,	the	United	States	and	India	have	become	‘DVFx	
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hubs’.	This	indirectly	shows	that	the	workforce	involved	in	the	production	of	

DVFx	works	through	global	pipelines.	The	expertise	to	produce	a	visual	effect	in	

a	film	comes	from	the	diverse	creative	industries	of	the	world.	Hence,	this	

indirectly	proves	that	the	creative	industries,	especially	in	the	field	of	DVFx,	have	

an	association	with	the	concept	of	transnational	cinema	as	discussed	earlier.	

According	to	Samaras	and	Johnston	(2018),	the	transnational	shift	generated	by	

DVFx	technology	has	accelerated	the	globalization	of	the	media	and	film	

industries,	characterized	by	a	fragmented	and	international	workforce.	

	

2.6	Transnationalism	and	Creative	Industries	

Transnational	cinema	from	the	aspect	of	the	creative	industries	as	well	as	media	

content	is	a	cornerstone	of	this	study.	Milja	(2014)	proposes	that	the	film	is	the	

best	example	of	transnationalism	in	the	creative	industries	based	on	a	network	

of	holistic,	collaborative	processes.	This	collaborative	network	also	includes	

other	aspects	of	film	production	such	as	marketing,	distribution,	exhibition,	

reception	and	creativity.	According	to	Trivundza	(2010),	the	cinematic	medium	

also	conveys	national	identity	through	the	representation	of	an	ethnicity-based	

hero	and	through	typology,	collective	identification,	culture,	and	socio-political	

signs.	For	example,	in	1976,	a	filmmaker	from	Cuba,	Luis	Felipe	Bernaza,	

produced	a	documentary	film	Where	Do	the	Singers	Come	From?	to	lift	the	

'national'	roots	of	Cuban	music	through	a	cinematic	expression	of	the	history	of	

Cuban	scenario	tradition.	However,	the	film	also	indirectly	conveyed	implicit	

messages	about	the	political	situation	in	Cuba	at	that	time,	even	though	it	

contained	high	elements	of	the	cultural	product	(D'lugo,	2009).	The	development	

of	globalization	in	creative	industries	has	evolved	into	a	transnational	product	

based	on	several	decorative	features,	as	film	itself	has	functioned	as	a	traditional	

cultural	exchange	product.	The	question	is,	how	can	a	national	film	be	evolved	

into	a	co-production	or	transnational	product?	Newman	(2010)	explains	that	a	

more	efficient	concept	of	transnationalism	in	the	creative	industries	can	be	

achieved	through	an	understanding	of	the	dynamic	model	of	cinematic	exchange.	

This	model	explains	that	filmmakers	around	the	world	collaborate	with	other	

creative	people	such	as	scriptwriters,	editors	and	camera	operators	from	other	

cultures	to	create	a	more	dynamic	work.		
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Transnationalism	of	the	creative	industries	has	indeed	happened	mainly	in	the	

film	industry	and	media	content.	The	production	and	movement	of	media	and	

film	content	is	a	significant	activity	of	the	economy	in	most	countries	in	the	

world.	It	is	seen	to	be	growing	especially	with	the	help	of	technological	advances	

in	the	creative	industries	such	as	DVFx	and	other	motion	picture	technologies.	

Transnationalism	in	the	creative	industries,	especially	those	involved	in	

filmmaking,	needs	to	be	examined	by	scholars	from	various	perspectives.	

Transnationalism	broadly	refers	to	‘multiple	ties	and	interactions	linking	people	

or	institutions	across	the	borders	of	nation-states’	(pp.447)	(Vertovec,	1999).	

Vertovec	characterizes	six	types	of	transnationalism:	social	morphology,	a	type	

of	consciousness,	a	mode	of	cultural	reproduction,	an	avenue	of	capital,	a	site	of	

political	engagement,	and	reconstruction	of	place	and	locality.	Based	on	these	six	

fundamental	modes,	narrative	media	artefacts	are	seen	as	powerful	examples	of	

transnationalism	based	on	the	principle	of	a	mode	of	cultural	reproduction	and	

on	the	reconstruction	of	‘place’	and	locality.	

	

The	transformation	of	the	creative	industries,	especially	in	the	development	of	

technology	and	film	styles,	should	not	only	be	understood	in	response	to	national	

conditions	and	pressures,	but	also	from	the	perspective	of	international	taste.	In	

the	creative	industries,	a	country’s	borders	have	always	been	permeable,	

receiving	audiences	are	changing	and	growing,	while	the	history	of	the	

international	film	exemplifies	the	globalization	process.	The	main	question	that	

needs	to	be	answered	is	the	extent	to	which	films	produced	for	transnational	

audiences	have	progressed	in	terms	of	their	narrative	level	and	creativity.	Also,	

have	they	instigated	broad	and	long-term	social	transformations	that	will	

indirectly	change	the	capitalist	world	economy	at	the	national	and	global	levels.	

The	resulting	changes	should	also	be	examined	more	deeply	to	ensure	that	there	

is	a	sharp	change	in	the	ratio	of	income	from	national	and	transnational	sources:	

‘Above	the	level	of	national	but	below	the	level	of	the	global’	(pp.7)	(Newman,	

2010).	
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Hjort	(2010)	describes	transnationalism	in	the	creative	industries	as	production	

and	distribution	activities,	generation	sources,	artistic	work,	thematic	concerns	

or	professional	complexities	of	films	that	have	an	aura	of	legitimacy.	Hjort	also	

agrees	with	the	views	expressed	by	Newman	that	creative	work	is	considered	

transnational	if	it	exhibits	involvement	in	specific	transnational	elements	with	a	

particular	level	of	production,	distribution,	reception	and	cinematic	work.	Hjort’s	

definition	also	provides	a	rationalization	for	this	study’s	focus	on	the	extent	of	

the	use	of	DVFx	to	reach	the	next	level	of	creative	production	in	cinematic	work.	

Hjort	also	discusses	how	the	film	can	act	as	a	transnational	agent	through	the	

corporate	involvement	of	production	members	such	as	scriptwriters,	

cinematographers,	editors,	producers	and	others	who	can	bring	audience	

attention	towards	transnationality	in	the	creative	industries.	As	such,	this	study	

will	examine	the	concept	of	transnational	creative	industries	using	Hjort’s	

approach	through	comparative	analysis	of	the	use	of	DVFx	as	one	of	the	techno-

creativity	tools	that	helps	raise	the	production	level	of	a	country	mainly	in	terms	

of	the	ability	to	improve	storytelling	narratives.	Hjort	argues	that	this	

transnational	process	also	involves	aspects	of	some	other	creative	elements	such	

as	camera	work	and	editing,	narrative	scripts	and	techniques	as	well	as	the	use	

of	devices	that	lead	to	full	theme	creation.	Thus,	based	on	this	premise,	Hjort	

introduced	a	typology	of	eight	forms	of	cinematic	transnationalism:	epiphanic,	

affinitive,	milieu-building,	opportunistic,	cosmopolitan,	globalizing,	auteurist	and	

modernizing	transnationalism.	Hjort’s	eight-fold	transnationalism	typology	

indirectly	explains	the	linkages	between	national	cinema	and	the	transnational	

forms	of	the	creative	industries	that	look	at	worldwide	film	culture.	Here,	I	

summarize	the	main	features	of	Hjort’s	typology.		

	

2.6.1	Epiphanic	Transnationalism	

The	emphasis	here	is	on	the	overlap	between	national	elements	of	cinematic	

articulation	and	other	national	identity	aspects	to	form	something	that	

resembles	deep	transnational	ownership.	The	main	idea	in	this	concept	is	that	

beneficial	partnerships	are	not	likely	to	be	entirely	focused	on	audience	

awareness	(or	citizen	understanding).	This	type	of	transnationalism	is	also	a	

form	of	national	motivation	to	re-activate	globalization	on	the	supra-national	
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stage,	where	the	search	for	an	effective	strategy	for	counter-globalization	has	

been	considered	the	most	successful.	

	

2.6.2	Affinitive	Transnationalism	

This	type	of	transnationalism	is	more	about	the	concept	of	finding	equal	value	in	

other	cultures	in	the	context	of	ethnicity	associated	with	language	intelligence	as	

well	as	historical	interactions	that	enhance	core	value	sharing,	and	practical	and	

institutional	comparability.	The	basis	of	this	type	of	transnationalism	is	cultural	

similarities	and	uniqueness	that	are	recognized	and	seen	as	desirable	and	can	

also	develop	relationships	through	problem	sharing.	

	

2.6.3	Milieu-Building	Transnationalism	

In	this	context,	transnationalism	occurs	when	looking	at	specific	interests.	An	

example	is	the	Advance	Party	project	–	a	rule-governed,	collaborative	low	budget	

project	involving	the	shooting	of	three	films	with	three	directors	in	Scotland.	In	

this	project,	three	directors	collaborated	to	produce	three	films	that	share	the	

same	actors	and	characters	but	follow	the	creativity	of	each	director	and	their	

respective	genres.	The	results	of	this	project	were	a	systematic	network	of	forms	

between	the	nature	of	constraints	and	the	overall	goal	of	milieu	development.	

The	Advance	Party	project	is	a	collaborative	transnational	model	focusing	on	the	

development	of	co-operation	on	the	particular	problems	that	are	encountered	in	

the	development	of	thriving	film	milieus.	

	

2.6.4	Opportunistic	Transnationalism	

This	type	of	transnationalism	gives	priority	to	economic	issues	leading	to	a	point	

where	monetary	factors	dictate	the	selection	of	partners	beyond	national	

borders.	This	type	of	transnationalism	also	deals	with	reactions	to	existing	

economic	opportunities	and	is	not	wasteful	in	creating	networks	or	fostering	

social	bonds	that	are	deemed	to	be	inherently	valuable.	

	

2.6.5	Cosmopolitan	Transnationalism	
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This	type	of	transnationalism	is	defined	by	the	cosmopolitan	concept	where	any	

individual	who	has	an	executive	control	authority	will	entirely	control	the	

process	of	film	production.	For	example,	a	producer	originating	from	Malaysia	

but	settling	in	Australia	is	issuing	capital	to	produce	a	film	about	Malaysia	to	the	

Indonesian	community.	The	various	property	rights	linked	through	ethnic	values	

and	various	trajectories	of	migration	have	become	the	basis	of	the	formation	of	

this	kind	of	transnationalism.	The	emphasis	is	on	the	exploration	of	issues	

relevant	to	some	communities	located	in	different	countries	or	locations	that	

allow	access	to	this	cosmopolitanism.	

	

2.6.6	Globalizing	Transnationalism	

In	this	form	of	transnationalism,	the	integral	relationship	between	high	budgets	

and	the	need	for	maximum	access	has	made	globalizing	transnationalism	part	of	

the	process	that	produces	international	cinema	of	international	standards.	

Globalizing	transnationalism	is	also	a	reflection	of	the	mainstream	commercial	

film	industry	finding	points	of	similarity	across	national	boundaries.	

	

2.6.7	Auteurist	Transnationalism	

The	contributing	factor	in	this	type	of	transnationalism	is	individuals,	artists	or	

directors	who	try	to	champion	the	quality	or	potential	of	the	film	produced	

based	on	the	individual’s	value	rather	than	the	norms	that	are	common.	The	

development	is	more	punctual,	and	responsible	individuals	such	as	directors	

carry	blatant	national	cinema	icons	to	the	public.	Any	decision	in	the	production	

of	a	film	product	is	based	on	the	individual’s	ability	and	is	not	influenced	by	any	

company	or	institution	interested	in	developing	another	transnational	market.	

	

2.6.8	Modernizing	Transnationalism	

This	type	of	transnationalism	developed	and	grew	due	to	the	culture	of	the	film	

which	is	significant	in	acting	as	a	modernization	mechanism	in	existing	societies.	

The	decision	was	made	to	inculcate	interest	in	films	and	movie	cultures	in	

contrast	to	the	original	national	framework	to	foster	transnational	concepts	that	
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are	in	harmony	with	changes	in	the	society.	For	example,	most	Asian	countries	

have	a	focus	on	modernizing	transnationalism	where	culture	and	film	industry	

developments	are	proliferating	for	economic	purposes	and	to	monetize	cultural	

resources.	Modernizing	transnationalism	has	advantages	over	the	previous	

concepts	of	transnationalism	in	terms	of	the	practicality	of	using	the	cinema	

concept	in	combination	with	cultural	concepts	as	a	source	of	modernization	and	

recognition.	For	example,	filmmaker	Berenice	Reynaud	described	the	Korean	

and	Indian	film	industries	undergoing	‘unprecedented	modernization’	in	the	

early	1990s	both	due	to	technological	developments	and	because	they	were	

revolutionizing	their	countries’	original	cultures.	

	

Transnationalism	is	a	relevant	concept	because	the	impact	of	globalisation	has	

traditionally	allowed	DVFx	companies	to	function	as	an	industry	by	running	

professional	networking	with	studios	and	production	teams	around	the	world.	

This	situation	has	also	indirectly	resulted	in	a	transnational	media	product.	As	an	

example,	according	to	Miller	et	al.	(2011),	Hollywood's	success	today	is	due	to	its	

power	in	controlling	co-production,	distribution,	marketing,	and	exhibition.	

Hollywood	has	successfully	engaged	in	international	intellectual	property	law	

and	the	conception	and	recruitment	of	its	international	audience.	Most	

Hollywood	studios	may	not	produce	many	films	anymore	but	they	dominate	the	

key	decisions	of	transnational	aspects	in	determining	screen	diversity.	

Therefore,	Hjort’s	transnationalism	typology	provides	a	basic	formula	for	

examining	the	impact	of	technology	globalization	with	the	concept	of	co-

production,	as	discussed	at	the	beginning	of	this	chapter.	The	diversity	of	

transnationalism	has	indirectly	demonstrated	the	variety	of	forms	of	creativity,	

especially	in	the	film	industry.	The	relevance	of	this	typology	of	transnationalism	

can	also	be	seen	in	the	comparison	of	the	cinema	and	film	culture	landscapes	in	

Malaysia,	India	and	Australia	in	the	next	section.	

	

2.7	Film	Culture	

The	film	industry	is	one	of	the	creative	industries	that	has	contributed	to	the	

transnationalism	of	culture	and	creativity	across	countries.	A	great	deal	of	

attention	has	been	given	by	previous	scholars	of	cultural	fields	and	
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transnationalism	factors,	such	as	Zhang	(2006),	Howard	(2008),	and	Berry	

(2010).	The	relevance	and	linkages	between	film	and	culture	can	also	be	

considered	from	the	perspective	of	the	concept	of	cultural	production	introduced	

by	Pierre	Bourdieu	(Rowe	&	Bennet,	2018).	Bourdieu	introduces	the	concept	of	

cultural	field	to	understand	how	the	use	and	production	of	cultural	products	

(such	as	films)	are	affected	by	different	agents	such	as	market,	state	and	quasi-

state	actors	including	media	companies	or	film	production	entities	through	the	

distribution	of	‘cultural	capital’	(Bourdieu,	1993).	Bourdieu’s	idea	provides	a	

conceptual	focus	upon	different	national	societies,	whether	Asian	or	Australian.	

For	example	in	the	field	of	filmmaking,	once	in	a	while,	Hollywood	cinema	is	fond	

of	remaking	blockbuster	films	from	Asian	countries	like	China,	Hong	Kong	and	

Japan.	In	2000,	Ang	Lee’s	Crouching	Tiger,	Hidden	Dragon	was	the	beginning	of	a	

new	wave	of	the	global	film	industry	when	it	won	four	out	of	ten	nominations	at	

the	2001	Academy	Awards	(Lim,	2011).	According	to	Teo	(2005),	Crouching	

Tiger,	Hidden	Dragon,	is	a	model	film	of	'late	transnational'	production	in	the	

Hong	Kong	film	industry.	The	film	reflects	(but	does	not	duplicate)	the	early	

stages	of	transnationalism	due	to	the	emergence	of	the	Wuxia	(sword	fighting	

martial	art)	genre	movies	as	the	most	popular	channel	of	transnationalism	in	

Chinese	cinema.	Thus,	the	glory	of	this	film	has	indirectly	attracted	Western	

cinema	to	re-create	Asian	films.	Cinema	in	the	West	continues	to	remake	Asian	

films,	which	shows	the	unique	impact	of	transnationalism	on	the	cinema	

industry,	primarily	on	aspects	of	creativity	and	culture.	The	impact	of	

transnationalism	also	demonstrates	the	occurrence	of	social	mobility	in	

objectified	cultural	capital	when	the	cultural	product	(films)	is	transmitted	for	

economic	profit	in	creative	industries.	

	

Yue	(2000)	argues	that	films	and	cinema	are	capable	of	challenging	Western	

modernity	through	the	exposure	of	postcoloniality,	immigrancy	and	indigeneity.	

So	not	surprisingly,	many	studies	have	been	conducted	on	cultural	globalization	

and	film	and	its	effect	on	the	development	of	capitalism	and	modernity	(Fay	and	

Nieland,	2010).	Comparisons	between	the	film	industries	in	Asia	and	Australia	

reveal	points	of	collision	and	the	equal	value	between	the	two	in	terms	of	

transnationalism	(Yue,	2000).	Asian	cinema	was	once	considered	a	third	world	
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country	cinema	far	behind	the	West,	especially	Hollywood.	Even	worse,	the	third	

world	film	industry	or	third	cinema	was	seen	as	trying	to	emulate	and	compete	

with	Hollywood	productions,	and	some	even	try	to	enter	the	Western	market	

through	a	quest	to	understand	how	Hollywood	works	(Willemen,	2005).		

‘Third	Cinema’	is	a	cinematic	revolution	through	aesthetics	and	cinematic	

political	movement	in	third	world	countries	featuring	socially	realistic	portrayals	

of	life,	identity,	and	ideology.	Third	cinema	is	no	longer	trapped	between	the	

dominant	and	the	independent	but	can	be	practiced	everywhere	(Willemen,	

2013).	What	should	have	been	learned	by	the	third	world	film	industry	at	the	

time	is	that	the	local	film	industry	should	follow	a	unique	formula	and	stand	

together	with	the	West	instead	of	bringing	Hollywood	culture	and	formulas	into	

its	mould.	This	is	because	Western	cultures	(Hollywood)	are	shaped	by	

characteristics	generated	through	the	industrial	culture	of	the	country	itself;	in	

other	words,	it	refers	to	capitalism	or	preference	to	profits.	

	

However,	in	the	21st	century,	the	film	industry	in	Asia	has	clearly	undergone	

various	changes	and	developments,	especially	in	terms	of	technology	

development	and	practices.	The	complexity	of	developments	and	dynamic	

changes	shown	in	most	of	the	Asian	film	culture	varies	from	a	national	or	

transnational	point	of	view	and	indirectly	demonstrates	the	fundamental	model	

and	dominating	new	powers	to	the	world.	What	the	creative	industries	in	Asia	

are	trying	to	prove	is	that	the	progress	of	cinema	should	not	be	judged	by	the	

reflection	of	the	dominant	power	but	developed	from	an	understanding	of	

dialectical	relations	between	social	and	cultural	practices.	For	example,	Indian	

can	be	proud	of	the	production	of	Slumdog	Millionaire	(2008)	which	is	an	

example	of	film	co-poduction	that	shocked	the	Western	film	industry	through	

recognition	at	the	Academy	Awards.	There	have	been	various	international	

reactions	to	the	film	through	press	reviews,	blog	posts,	YouTube	clips,	and	

television	commentary	on	Indian	reality	and	the	representations	of	Mumbai’s	

slum	dwellers	(Esfandiary,	2012).	It	is	commonly	known	that	Slumdog	

Millionaire	is	a	collaborative	film	of	artists	from	India	and	the	United	Kingdom	

which	is	also	an	example	of	modernizing	transnationalism.	According	to	O’Neill	

(2013),	if	the	cinema	combines	local	and	global	aspects	in	a	narrative	and	



	 42		

consistent	presentation	style,	it	will	have	a	great	impact	on	the	process	of	

globalization	in	film	culture.	

	

From	the	aspect	of	technological	advances,	the	digitalization	process	has	

breathed	new	life	into	the	cinema	system	in	most	countries	in	Asia	and	Australia.	

The	transition	from	35	mm	celluloid	to	digital	files	on	special	high-resolution	

video	projectors	or	digital	cinema	has	contributed	significantly	to	contemporary	

film	culture.	Aveyard	(2009)	defines	‘go	digital’	terms	as	a	technology	transition	

from	linear	(analogue)	forms	such	as	35	mm	film,	videotape	and	optical	special	

effects	to	non-linear	formats	such	as	DVD,	Blu-ray,	cinematic	data	projection	and	

also	DVFx.	According	to	Bresciani	(2004),	digital	cinema	opens	many	

opportunities	and	advantages	to	distributors,	exhibitors,	marketing	and	even	

filmmakers	themselves.	Distribution	costs	have	reduced,	showtime	has	increased	

in	more	cinemas,	and	even	for	filmmakers,	this	is	the	best	chance	to	widen	

audience	reach.	Digitization	and	globalization	also	impact	the	economy.	For	

example,	the	uses,	skills	and	creativity	of	DVFx	technology	have	made	India	the	

hub	of	expert	production	in	the	field	of	DVFx	through	much	lower	market	prices	

than	developed	countries	like	Canada,	the	United	Kingdom	and	the	United	States	

(Samaras	&	Johnston,	2018).		

	

The	next	section	will	discuss	the	development	of	the	film	industries	and	the	

creative	industries	in	the	three	countries	in	the	study,	Malaysia,	India	and	

Australia,	as	well	as	emphasizing	the	development	of	DVFx.	As	mentioned	

earlier,	these	three	countries	have	very	different	development	landscapes,	

especially	in	terms	of	technology	development	and	the	use	of	DVFx	in	their	

respective	film	industries.	

	

2.7.1	Malaysia	

The	film	industry	in	Malaysia	begins	with	a	unique	history	of	the	three	primary	

races	–	Malays,	Chinese	and	Indians.	Historically,	the	film	industry	in	Malaysia	

(formerly	known	as	Malaya)	started	in	Singapore	in	the	early	1950s.	According	

to	Barnard	(2009),	after	Malaya	achieved	independence	in	1957,	film	became	a	

venue	for	many	young	Malayans	to	express	their	nationalism	and	their	hopes	for	
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their	country.	He	also	suggests	these	people	formed	a	popular	culture	and	were	

not	affected	by	Western	culture	at	that	time.	In	1953	the	film	industry	was	

dominated	by	two	film	studios,	namely	the	Shaw	Brothers’	Malay	Film	

Productions	(MFP)	and	Cathay	Keris.	The	film	industry	in	Malaysia	at	that	time		

was	characterized	by	cultural	richness	and	multiculturalism.	This	is	evident	in	

the	fact	that	Shaw	Brothers’	studio	owners	were	Chinese	migrants	from	

Shanghai,	while	their	production	teams	members	such	as	directors	and	

scriptwriters	were	from	India	and	the	actors	were	Malay	(Barnard,	2009).	

	

The	development	of	Malaysian	film	began	a	new	chapter	when	the	industry’s	

base	moved	to	Studio	Merdeka,	Kuala	Lumpur	in	the	1960s	after	Malaya	parted	

with	Singapore.	The	new	film	industry	indirectly	played	a	role	in	forming	a	

national	cinema,	especially	focusing	on	decolonization.	However,	the	glorious	era	

of	the	Malaysian	film	industry	slumped	at	that	moment	due	to	the	lack	of	

response	from	audiences,	rising	production	costs,	and	flooding	of	foreign	films	

from	Indonesia,	Hong	Kong,	Bollywood	and	Hollywood	into	the	local	market	

(Hisham	&	Rahman,	2018).	Although	the	1960s	saw	some	problems	in	the	

Malaysian	film	industry,	the	government	took	the	initiative	to	set	up	the	National	

Film	Development	Corporation	(FINAS)	in	1981	to	assist	and	support	the	

Malaysian	film	industry.	Recognizing	that	films	and	creative	products	were	

capable	of	contributing	to	the	country’s	economy,	in	2005,	the	government	

established	the	National	Film	Policy	(NFP)	with	the	aim	of	developing	a	local	film	

industry	capable	of	competing	internationally.	

	

The	Malaysian	film	industry	also	saw	two	waves	of	reforms	beginning	in	the	

1980s	and	1990s.	According	to	Muthalib	(2013),	the	first	wave	showed	the	rise	

of	alternative	filmmakers	in	the	industry	that	fought	post-independence	issues	

such	as	idiosyncrasies	and	propaganda	in	film,	while	the	second	wave	emerged	

as	a	result	of	technology	modernization	and	the	Internet.	The	1990s	saw	the	

emergence	of	non-Malay	filmmakers	in	the	industry.	This	situation	is	explained	

well	in	the	study	conducted	by	Chang	(2017)	which	shows	that	the	Chinese	

filmmaking	community	serves	as	an	alternative	to	the	Malaysian	film	industry	

through	digital	production	and	participation	in	international	film	festivals.	
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Malaysian	Chinese	filmmakers	such	as	James	Lee	and	Tan	Chui-Mui	are	among	

the	best	directors	in	Malaysia	and	have	earned	an	excellent	reputation	for	

Malaysia	internationally.	

	

DVFx	consumption	in	Malaysia	may	not	appear	as	robust	as	other	Asian	film	

industries	such	as	India,	South	Korea	and	China	but	there	is	potential	in	this	

country.	Hashim,	Salleh	et	al.	(2014)	argue	that	the	Malaysian	filming	scenarios	

chosen	in	the	19th	century	provided	a	strategic	model	for	the	selection	and	the	

use	of	technology.	Thus,	the	film	industry	should	be	willing	and	wise	in	adopting	

change	in	the	21st	century.	Some	scholars	consider	that	technology	is	merely	a	

tool,	but	it	must	be	perceived	as	an	agent	or	as	an	opportunity	primarily	to	

enhance	creativity.	In	the	early	adoption	of	DVFx	technology	in	Malaysia,	

filmmakers	felt	that	cost	was	an	obstacle,	but	the	main	issue	is	the	absence	of	

familiarity	and	expertise	to	create	high-quality	DVFx	in	the	Malaysian	film	

industry.	

	

Although	the	film	industry	in	Malaysia	began	in	the	1950s,	the	development	of	

the	visual	effects	industry	has	increased	at	a	moderate	pace,	including	in	terms	of	

adaptation,	expertise	and	audience	acceptance.	Historically,	Malaysia’s	first	film	

using	CGI	was	Syukur	21	produced	by	Metrowealth	Pictures	and	directed	by	

Eddie	Pak	in	2000.	Now,	after	nearly	20	years,	the	use	of	DVFx	in	local	films	has	

shown	good	development	and	potential.	Based	on	open	data	statistics	released	

by	FINAS,	the	number	of	Malaysian	films	produced	has	shown	a	significant	

increase,	from	16	films	in	2003	to	33	films	in	2010.	While	in	2010	to	2014,	the	

average	number	of	films	produced	has	drastically	increased	to	50–60	movies	a	

year.	Subsequently	2015	to	2018	showed	a	slight	decrease	with	an	average	of	40	

films	a	year.	Despite	the	decline	in	the	number	of	movies	screened	at	the	cinema,	

however,	in	the	same	period,	the	film	industry	in	Malaysia	has	shown	an	increase	

in	the	quantity	of	films	using	DVFx	technology.	Among	the	films	that	use	DVFx	at	

the	best	quality	levels	are	Magika	(2010),	Hikayat	Merong	Mahawangsa	(2011),	

Seventh	(2013),	Tanda	Putera	(2014),	Cicakman	(2006,	2010,	2015),	Polis	Evo	

(2015,	2018),	Interchange	(2016),	Desolasi	(2016),	Ola	Bola	(2016),	Tumbiruo:	

Penunggu	Rimba	(2017),	Paskal	(2018),	Munafik	2	(2018)	and	Pulang	(2018).		
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'Best	quality'	as	understood	here	does	not	refer	solely	to	the	assessment	of	how	

good	or	how	well	DVFx	is	done	in	the	film	but	also	includes	the	balance	of	

storytelling	and	technical	aspects.	According	to	King	(2016),	the	quality	in	film	

production	involves	particular	textual	characteristics	such	as	avowed	

seriousness,	real-world	reference,	complexity,	subtlety,	as	well	as	the	use	of	

artistic	sources	as	references.	Therefore,	in	the	context	of	the	quality	of	DVFx	use	

in	Malaysia,	most	of	the	films	that	have	been	mentioned	have	the	characteristic	

value,	as	stated.	

	

Many	factors	have	contributed	to	the	increased	quantity	and	quality	of	local	films	

using	DVFx.	One	of	them	is	an	initiative	by	the	government	to	support	the	DVFx	

industry.	The	Malaysian	government	has	established	the	National	Film	Policy	

(NFP),	which	in	turn	has	provided	space	for	the	formulation	of	the	National	

Creative	Industry	Policy	(NCIP),	introduced	in	2010	to	further	boost	the	creative	

industries	in	Malaysia	as	one	of	the	contributors	to	the	national	economy.	

According	to	Hisham	and	Rahman	(2018),	the	NCIP	focuses	on	three	elements:	

creative	multimedia,	cultural	and	art	creative	industry,	and	digital	content	and	

fine	arts.	The	government	has	also	provided	a	CGI	incentive	grant	to	local	

production	up	to	RM	1	million	(USD	240k)	through	an	initiative	under	the	

government’s	Economic	Transformation	Program	(ETP)’s	National	Key	

Economic	Area	(NKEA):	Communication,	Content	and	Infrastructure	(CCI)	and	

Education.	

	

In	term	of	promoting	co-production	and	investment	pattern,	the	Film	in	Malaysia	

Incentive	(FIMI)	offers	a	30%	rebate	on	all	qualifying	Malaysian	Production	

Expenditure	(QMPE),	which	uses	post-production	infrastructure	and	facilities	in	

Malaysia.	One	of	the	most	advanced	post-production	facilities	in	Malaysia	is	at	

Pinewood	Studios,	Iskandar	Malaysia	in	Johore.	Pinewood	Studios	is	also	one	of	

the	most	substantial	investments	made	by	Pinewood	Group	Limited	based	in	

England	and	the	USA.	The	establishment	of	Pinewood	Malaysia	has	indirectly	

made	Malaysia	the	most	significant	media	hub	in	Southeast	Asia	through	its	

facilities	such	as	studios,	art	stages	and	filming	facilities	such	as	back	lots,	
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production	offices,	and	also	the	largest	interior	water	tank	and	exterior	tank	

with	green	screen	facilities.	

	

Also,	the	government	set	up	the	Malaysian	Digital	Economy	Corporation	(MdeC)	

in	1996	and	Creative	Malaysia	to	further	enhance	Malaysia’s	technology-based	

development	including	the	development	of	creative	industries	such	as	animation	

and	DVFx.	With	the	establishment	of	government	agencies	and	financial	

subsidies,	Malaysia	now	has	more	than	15	local	and	international	DVFx	

companies	such	as	KRU	Studios,	Viper	Studios,	Basecamp	VFx	and	Flystudios,	

which	offer	international	quality	DVFx	services.	Besides,	the	initiative	offered	by	

the	government	proved	to	be	successful	in	attracting	foreign	investors	to	

Malaysia.	Some	of	the	world’s	biggest	visual	effects	studios	are	setting	up	

operations	in	Malaysia	such	as	subsidiaries	of	Prime	Focus	(India),	Base	Fx	

(China),	VHQ	Media	(China)	and	Rhythm	&	Hues	(USA)	(Currently	known	as	Tau	

Films.	

	

Prime	Focus	World	has	produced	many	of	the	stunning	visual	effects	of	

Hollywood’s	blockbuster	movies	such	as	Captain	America:	Civil	War	(2016),	X-

Men:	Apocalypse	(2016)	and	The	Legend	of	Tarzan	(2016),	while	Base	Fx	created	

spectacular	visual	effects	in	Star	Wars:	The	Force	Awakens	(2015),	Pacific	Rim	

(2013)	and	Mission	Impossible	(2011).	The	opening	of	international	visual	effects	

studio	operations	in	Malaysia	will	indirectly	enable	technology	transfer	to	local	

artists	and	also	help	to	improve	the	DVFx	industry	in	Malaysia.	For	example,	

Malaysian	talent	worked	in	collaboration	with	Rhythm	&	Hues	to	produce	DVFx	

in	Life	of	Pi,	which	won	Best	Visual	Effects	at	the	2013	Oscars.	Rhythm	&	Hues	is	

a	visual	effects	studio	from	the	USA	that	has	been	operating	in	Malaysia	since	

2009	and	has	fostered	creative	work	among	Malaysians.	However,	the	company	

is	reported	to	have	suffered	financial	difficulties	and	had	filed	for	bankruptcy	in	

2013.	According	to	Barker	and	Lee	(2017),	the	Malaysian	office	was	still	open	

when	management	was	able	to	acquire	the	local	office	and	known	as	Tau	Films.	

	

In	conclusion,	the	DVFx	industry	in	Malaysia	is	still	in	development	but	is	

growing	and	has	the	potential	to	expand	internationally.	This	trend	is	seen	in	the	
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short	film	productions	of	Malaysian	film	students	(Hashim,	Mohamad	Salleh,	&	

Mohamad,	2015).	Numerous	editing	and	visual	effects	software	that	can	be	

obtained	easily	in	the	industry	and	incentives	by	the	government	also	mean	that	

the	quality	of	visual	effects	produced	by	Malaysian	students	is	much	better	in	

terms	of	quality	and	creativity	compared	to	the	industry.	Therefore,	this	trend	

also	shows	real	potential	for	a	revival	of	Malaysian	film	in	the	21st	century.	

Malaysian	film	also	shows	real	potential	regarding	narrative,	language,	genre,	

technology	and	marketing.		This	potential	has	been	proved	through	the	

recognition	of	several	Malaysian	films	at	international	film	festivals	such	as	

Hikayat	Merong	Mahawangsa	(2011),	Bunohan	(2011),	The	Journey	(2014),	

Lelaki	Harapan	Dunia	(2014)	and	Terbaik	Dari	Langit	(2014).	These	aspects	

need	to	be	given	more	attention	especially	to	attract	an	international	audience	to	

watch	Malaysian	films.		

	

2.7.2	India	

The	Indian	film	industry	is	the	world’s	second	largest	in	terms	of	exports	after	

the	United	States,	with	total	production	reaching	1000	films	a	year.	The	industry	

produces	movies	in	more	than	20	languages	(Lee,	Hsieh,	&	Fan,	2013;	Stephanie,	

Sharma,	&	Ramasubbu,	2012),	aimed	at	Southeast	Asian	nations	(the	largest	

import	countries)	and	countries	that	have	significant	Indian	populations	around	

the	world.	According	to	Virdi	(2017),	although	the	world’s	focus	is	on	Bollywood	

movies	as	a	significant	product	in	India,	in	fact,	the	development	of	regional	films	

has	also	contributed	to	the	development	of	the	cinema	industry	in	India,	for	

example,	the	Tamil	film	industry	in	Madras,	and	Bengali	films	in	Calcutta.	Other	

regional	film	industries	produce	films	in	Assamese,	Bhojpuri,	Gujarati,	Kannada,	

Malayalam,	Marathi,	Punjabi	and	Telegu.	Statistics	released	by	the	India	

International	Film	Tourism	Conclave	(IIFTC)	in	2015	showed	that	the	total	of	

1966	films	produced	in	36	languages	in	2013	to	2014	included	349	films	in	

Telegu,	326	films	in	Tamil,	and	263	films	in	Hindi.	Also,	front-facing	initiatives	

have	also	been	demonstrated	by	the	Indian	government	through	the	

establishment	of	government	bodies	for	the	development	of	the	film	industry	

such	as	the	Films	Division	of	India	(FDI)	focusing	on	film	censorship	and	tax	

filings	while	the	Film	and	Television	Institute	of	India	(FTII)	has	focused	on	film	
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training	since	1961.	Furthermore,	the	National	Film	Development	Corporation	

(NFDC),	established	in	1975,	focuses	on	cinema	support	and	also	promotes	the	

national	identity	of	India	at	overseas	film	festivals.	

The	strength	of	the	films	produced	in	Bollywood	is	described	as	India’s	‘soft	

power’	by	Roy	(2012),	which	is	the	terminology	used	to	refer	to	

internationalization	and	diplomacy.	In	fact,	‘soft	power’	utilized	by	the	Indian	

government	as	the	language	of	diplomacy	relates	to	the	use	of	original	

Bollywood	films	as	well	as	the	strength	of	the	industry	to	attract	more	attention	

globally.	Ganguly	(2010)	sees	‘soft	power’	in	the	Indian	film	industry	as	

something	intangible,	but	treasured	and	valuable	in	the	21st	century.	This	

prediction	has	been	proved	correct,	as	Bollywood	is	known	around	the	world	

today	because	of	its	soft	power	skills	in	attracting	the	attention	of	international	

audiences,	especially	for	its	creativity	and	the	growth	of	digital	special	effects	

technology.	Most	21st-century	filmmakers	in	Bollywood	have	started	to	

concentrate	on	the	elements	of	modern	design	and	visual	modification	in	their	

work	to	promote	a	new	image	of	Bollywood,	which	is	more	global,	especially	in	

the	post-liberalization	era.	For	example,	the	choice	of	location,	product	exposure	

and	DFVx	have	had	a	huge	impact	on	the	new	Bollywood	film’s	visual	design	

(Kapur	&	Pendakur,	2007;	Schaefer	&	Karan,	2012).	

	

According	to	O’Neill	(2013),	Bollywood	is	one	of	the	national	and	transnational	

cinemas	which	have	given	a	new	dimension	to	international	representation	

through	the	formation	of	attitudes,	values	and	beliefs	among	its	audience.	Even	

through	it	is	transnational	as	well,	the	narrative	form	and	structure	of	the	

Bollywood	film	have	challenged	and	transformed	Western	representations	of	

India’s	‘realism’,	which	previously	seemed	stereotyped	to	its	transnational	

audience.	From	the	1990s	Bollywood	began	to	present	new	theatrics	in	its	film-

to-global	performance	and	created	a	new	definition	of	national	cinema	(Prasad,	

2008).	However,	Virdi	(2017)	does	not	agree	with	this	view.	According	to	Virdi,	

through	Indian	cinema,	the	industry	has	managed	to	penetrate	the	international	

market	especially	in	the	West;	however,	popular	Indian	films	as	a	whole	have	

failed	to	become	real	transnational	phenomena,	with	the	exception	of	Slumdog	
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Millionaire.	National	identity	is	emphasized	within	the	framework	of	Indian	

cinema,	even	in	films	with	transnational	settings,	and	it	does	not	embrace	the	

Western	frame	of	transnational	cinema.	Virdi	believes	national	cinema	in	India	

should	be	simultaneously	interrogating	its	hegemony.	This	statement	means	

that,	while	maintaining	the	national	element	in	transnational	cinema	does	not	

mean	Bollywood	simple-mindedly	opposes	Hollywood;	instead	transnationalism	

is	the	best	opportunity	to	introduce	India’s	culture	to	the	world	and	to	compete	

on	equal	terms	with	the	external	market.	Virdi	also	thinks	that	Bollywood’s	

cinema	industry	is	the	best	medium	to	develop	the	national	cinema	mould	and	is	

still	relevant	to	popular	Indian	cinema.	

	

Gehlawat	(2010)	explains	that	Bollywood	has	had	a	significant	impact	on	global	

cinema,	both	from	transnational	and	national	aspects.	The	Bollywood	film	

industry	has	gradually	adapted	to	global	tastes	through	production	team	

collaboration,	scriptwriters,	directors	and	producers.	This	adaptation	has	

indirectly	affected	the	storylines	and	narratives,	and	has	induced	local	audiences	

to	receive	the	transformation	of	Indian	cinema.	Transnational	impacts	on	Indian	

cinema	can	also	be	seen	through	an	overseas	market	expansion	which	has	been	

accepted	by	most	countries	around	the	world	especially	in	non-Western	cultures	

such	as	Africa,	Eastern	Europe	and	the	Middle	East	(Virdi,	2017).	As	such,	the	

benefits	for	the	economy	are	the	most	significant	impact	of	transnational	Indian	

cinema.	

	

Mooij	(2006)	described	that	the	vital	element	of	the	style	and	genre	of	

Bollywood	movies	is	Bollywood’s	‘masala’	style,	which	distinguishes	Bollywood	

from	any	film	industry	in	the	world	including	Hollywood.	This	statement	is	

supported	by	Ganti	(2004),	who	refers	to	‘masala’	in	Indian	cinema	with	

elements	of	music,	romance,	action,	comedy	and	drama	to	appeal	to	the	broadest	

range	of	audiences.	According	to	O’Neill	(2013),	Bollywood’s	transnational	

appeal	is	not	dependent	on	the	authors	who	produce	the	work,	but	on	the	

uniqueness	of	Bollywood	‘masala’	styles	that	combine,	colonize	and	transcend	

local	or	heterogeneous	cultural	perspectives.	Transnationalism	also	has	an	

impact	on	Indian	cinema	through	the	development	of	expertise	and	technology	
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owned	by	the	workforce	in	India.	According	to	Sengupta	(2005),	Mumbai	is	well	

known	for	its	transnational	collaboration	based	on	digital	technology	products	

such	as	visual	effects,	streamlined	financial	opportunities	and	global	market	

share	of	audiences.	

	

Before	the	DVFx		revolution,	the	elements	of	visual	effects	such	as	makeup	and	

camera	tricks	was	used	in	the	Indian	film	industry	began	in	the	1960s.	

Interestingly,	visual	effects	has	not	just	developed	in	Bollywood	but	covers	

regional	films	involving	more	than	15	languages.	The	earliest	films	in	India	that	

used	visual	effects	were	Jaganmohini	(1978)	and	Mr.	India	(1987).	The	movie	

Ammoru	(1995)	was	a	Telegu	movie	that	used	visual	effects.	Director	S.	Shankar	

is	one	of	Telegu’s	film	directors	who	likes	to	use	DVFx	in	his	films.	His	first	film	

titled	Anniyan	(2005)	uses	DVFx	to	depict	a	fantasy	imagining	of	hell.	In	2010,	S.	

Shankar	directed	the	sci-fi	genre	movie	Robot	(2010)	featuring	the	legendary	

Indian	superstar	Rajnikanth,	which	was	positively	received	by	global	audiences.	

Subsequently,	in	2015,	he	continued	to	explore	the	use	of	DVFx	through	the	

movie	I	(2015).	Another	director	who	has	brought	the	best	DVFx	to	the	Indian	

film	industry	is	S.	Rajamouli	through	Baahubali:	The	Beginning	(2015)	and	

Baahubali:	The	Conclusion	(2017),	the	most	expensive	film	in	Indian	history.	

Baahubali	uses	spectacular	digital	visual	effects	technology	at	the	cost	of	$28	

million	through	the	cooperation	of	15	visual	effects	studios	across	the	country	

and	involved	600	visual	effects	artists	working	for	two	years	(Ganguly	2010).	

Both	films	have	been	praised	for	their	extraordinary	quality	and	DVFx	visual	

performance	internationally,	thus	proving	that	India’s	DVFx	industry	is	

comparable	to	Hollywood’s.	

	

Eastern	Eye’s	2011	report	titled	‘The	special	effects	of	change	in	Bollywood’	

touches	on	how	serious	Bollywood	is	about	using	DVFx	in	the	latest	film	

productions	in	India.	India’s	progress	in	the	field	of	DFVx	has	been	the	catalyst	

for	the	growth	of	production	companies	and	post-production	studios	as	well	as	

indirectly	eliminating	the	notion	among	filmmakers	in	India	that	the	usage	of	

DVFx	will	only	increase	the	cost	of	film	production.	This	development	has	made	

Bollywood	a	hub	of	DVFx	technological	expertise,	which	is	now	trusted	to	
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produce	special	effects	for	Hollywood	films.	According	to	Samaras	and	Johnston	

(2018),	India	is	one	of	the	critical	DVFx	hubs	in	the	world	beside	Canada,	

Australia,	New	Zealand,	the	United	Kingdom	and	the	United	States.	According	to	

Kumar	and	Vats	(2018),	before	India	became	the	hub	of	international	DVFx,	most	

Hollywood	productions	chose	Japan,	South	Korea	or	Taiwan	as	their	main	

outsource	pipelines.	However,	the	DVFx	industry	in	India	has	become	the	

preferred	choice	for	international	outsourcing	of	DVFx	due	to	several	advantages	

(Mozar,	2018).	The	first	is	that	the	lower	foreign	exchange	rate	has	reduced	

production	costs	mainly	from	the	US,	Europe,	Australia	and	Canada.	Apart	from	

that,	India	has	a	massive	bandwidth	of	creative	and	technical	skilled	artists	

primarily	involving	technical	work	in	the	field	of	rotoscoping	and	paint.	India	

claims	advantages	over	other	countries	in	both	fields,	as	roto	and	paint	are	

fundamental	core	modules	in	the	DVFx	compositing	process.	Among	the	

technical	specifications	of	the	roto	process	in	India	are	VFX	roto,	stereo/2D	to	3D	

conversion	frame,	frames	by	frame,	articulate,	motion	blur,	and	hair	detail,	while	

paint	types	include	simple	or	dynamic	clean	processes	plane,	texture	fix,	

background	creation	and	visual	correction.	Additionally,	the	advantage	of	

English	as	the	second	language	in	India	has	opened	more	natural	international	

collaborative	networks	primarily	involving	communication	compared	to	China	

and	Japan.	This	advantage	enables	communication	and	discussion	processes	to	

be	comfortable	and	faster.	

	

These	advantages	have	directly	made	India	a	major	outsourcing	destination	for	

animation	and	DVFx.	Currently	there	are	more	than	40	DVFx	studios	in	India	

including	both	local	and	international.	Worldwide	entertainment	giants	such	as	

Walt	Disney,	Fox	Entertainment	and	Time	Warner	have	started	to	enter	the	

Indian	market	as	a	competitive	country	for	outsourcing	work	(Kumar	&	Vats,	

2017).	Indian-based	DVFx	studios	such	as	Prime	Focus,	Reliance	MediaWorks,	

Red	Chillies,	Tata	Elxi	and	Pixon	have	proliferated	and	propelled	the	local	DVFx	

industry.	The	quality	achieved	by	India	in	DVFx	visual	performances	was	

recognized	through	the	triumph	of	the	movie	Interstellar	in	the	category	of	best	

visual	effects	at	the	2014	Academy	Awards.	This	project	was	a	result	of	a	merger	

between	a	subsidiary	of	a	DVFx	studio	in	India,	Prime	Focus	Studios,	and	Double	
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Negative,	the	London-based	DVFx	studio	(Walia	&	Dutta,	2015).	Apart	from	that,	

Hollywood	box	office	films	such	as	Skyfall,	Avatar,	Twilight,	Transformers	and	

Kingsman:	The	Secret	Service	also	use	expertise	and	technology	from	DVFx	

studios	in	India.	

	

Based	on	surveys	conducted	by	KPMG	India	and	FICCI	in	their	Indian	Media	and	

Entertainment	Industry	Report	2017,	the	animation	and	DVFx	industries	in	India	

grew	by	16.4	per	cent	in	2016	to	reach	the	size	of	INR59.5	billion,	and	the	DVFx	

industry	alone	grew	by	31	per	cent.	Menon	(2017)	notes	that	DVFx	is	now	

accepted	as	an	essential	tool	for	local	film	production	in	India.	Among	the	DVFx	

powers	in	Asia,	India	has	many	talented	people	and	artists,	but	the	main	problem	

for	the	India	film	industry	is	the	poverty	of	audiences	and	the	demand	for	quality	

entertainment	(Guptha,	2016).	Audiences	in	India	are	mostly	unprepared	to	pay	

the	cost	of	cinema,	as	producing	quality	films	using	DVFx	requires	a	high	budget	

and	consequently	impacts	on	the	cost	of	tickets	in	cinemas.	

	

There	is	still	a	lack	of	support	from	the	federal	and	state	governments,	such	as	

tax	incentives	that	could	boost	the	local	DVFx	industry.	The	government	in	India	

has	yet	to	offer	this	incentive	while	the	industry	has	contributed	significantly	to	

India’s	economic	development.	Government	support	from	human	resources,	

infrastructure	and	finance	is	still	difficult	to	obtain.	Currently,	there	are	over	800	

small-	and	large-scale	DVFx	studios	operating	in	India	and	active	government	

support	is	required	to	develop	this	industry	further	(Menon,	2017).	However,	

according	to	Paliwal	(2016),	several	state	governments	have	embarked	on	

initiatives	to	support	the	development	of	DVFx	in	India.	For	example,	the	state	

government	of	Maharashtra	has	provided	a	site	for	the	development	of	the	

National	Center	of	Excellence	for	Animation,	VFX,	Gaming	and	Comics	and	the	

state	government	of	Telangana	has	embarked	on	the	construction	of	an	

incubation	centre	in	Hyderabad.	There	is	hope	that	several	other	state	

governments	will	follow	steps	such	as	offering	grants,	labour	tax	credits	and	

subsidies	to	local	companies	to	ensure	India	can	compete	with	other	countries	

such	as	the	US,	Canada	and	emerging	centres	such	as	South	Korea,	China	and	

Malaysia.		
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In	conclusion,	the	Indian	DVFx	industry	has	high	expectations	as	the	country	has	

the	power	to	present	its	plethora	of	epic	fantasy	stories	to	the	world	through	the	

use	of	DVFx	(Shafeeq,	2017).	This	has	been	evident	through	the	success	of	the	

movie	Baahubali,	which	integrates	the	element	of	creativity	with	fantasy	epics	

based	on	the	history	of	India.	The	success	of	Hollywood	films	is	also	due	to	the	

selection	of	fantasy	elements	as	the	main	storyline	and	India	should	try	to	

emulate	the	same	formula	through	their	tremendous	and	diverse	sources	of	

fantasy	stories.	India	has	the	capability	as	they	have	extensive	experience	

working	with	many	international	projects.	

	

2.7.3	Australia	

In	Australia,	the	term	‘screen’	is	a	popular	term	used	to	refer	to	the	film	and	

television	industry.	This	can	be	seen	through	the	establishment	of	the	Australian	

Screen	Production,	Education	and	Research	Association	(ASPERA)	in	2004	and	

Screen	Australia	in	2008	(Kerrigan,	2018).	The	film	industry	in	Australia	was	

very	active	from	1910	to	1928.	Beginning	in	1928,	the	film	industry	in	Australia	

experienced	a	slump	especially	in	the	area	of	distribution	and	increase	in	

production	costs,	which	received	attention	from	a	Royal	Commission	(Garlick,	

1965).	The	Commission	decided	that	the	film	industry	in	Australia	should	be	

redeveloped	with	an	emphasis	on	capital	allocation,	story	selection,	types	of	

equipment	and	distribution	planning.	Additionally,	intensive	quotas	were	

proposed	for	films	produced	in	Australia.	The	government	also	emphasized	

censorship	issues.	The	Australian	government	through	the	Commonwealth	

Censor	scrutinized	imported	films	particularly	strictly	because	of	fear	of	

propaganda	and	unhealthy	elements	especially	for	the	younger	generation	

(Tildesley,	1930).	This	claim	was	made	in	reports	submitted	by	the	National	

Chairman	for	Australia	of	Cinema	in	1930,	which	stated	that,	in	general,	films	will	

influence	the	morals,	taste	and	speech	of	the	coming	generation.	Thus,	according	

to	Tildesley	(1930),	the	approach	used	at	that	time	was	a	focus	on	educational	

films	even	though	they	were	not	greatly	appreciated	in	Australia.	
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It	is	generally	believed	that	Australia	was	heavily	influenced	by	the	British,	but	in	

fact,	89	years	ago	the	British	film	was	said	to	have	no	proper	place	in	the	market	

(Garlick,	1965).	Discrepancies	between	policy	makers	and	audience	demand	

ultimately	led	to	the	suggestion	from	the	Film	Commission	that	there	would	be	

no	restrictions	on	British	films	in	Australia,	which	would	open	the	opportunity	

for	a	British	publishing	company	to	work	in	Australia.	After	that,	a	film-

producing	company	emerged	as	the	British	Dominions	Films	Proprietary	in	

Melbourne,	which	co-operated	with	two	of	Australia’s	largest	film	companies,	

Greater	Australasian	Films	and	Union	Theaters.	Also,	according	to	Garlick	

(1965),	1944	saw	the	revival	of	the	film	industry	in	Australia	but	there	were	still	

obstacles	to	the	development	of	the	industry,	including	technological	obstacles.	

Nevertheless,	the	Australian	film	industry	was	proven	to	have	a	highly	skilled	

workforce	and	excellent	subject	matter	in	Australian	stories	featured	in	the	

global	market	through	the	production	of	the	movies	The	Overlanders	(1946)	and	

Eureka	Stockade	(1949)	by	Harry	Watt.	Yue	(2000)	states	that	there	have	been	

two	phases	of	film-making	in	Australia	and	the	second	phase,	which	began	in	the	

1990s,	involves	the	development	of	modernity	in	Asian	cinema.	

	

In	general,	there	are	different	perspectives	on	the	development	of	the	Australian	

film	industry.	Maher,	Silver	and	Kerrigan	(2016)	suggest	two	perspectives	to	

look	at	the	movie	industry	in	this	country:	from	the	industrial	perspective,	and	

what	amounts	to	the	‘opposite’	view?	From	an	industrial	standpoint,	the	

Australian	film	industry	is	considered	to	have	very	famous,	distinguished	and	

respected	producers,	directors	and	technical	staff,	and	an	international	standard	

of	actors,	cinematographers	and	editors.	Foreign	investors	have	been	attracted	

to	invest	in	Australian	film.	According	to	Screen	Australia	(2011),	Australia	was	

ranked	11th	place	in	the	world’s	film	production	investment	in	2010.	Meanwhile,	

from	the	opposite	side,	the	Australian	film	industry	was	seen	as	a	small-scale	

industry	with	average	films	produced	at	around	30	films	per	year	(Maher	et	al.,	

2016).	The	most	famous	films	produced	by	Australia	include	Mad	Max	Beyond	

Thunderdome	(1985),	Babe	(1995),	Australia	(2008),	The	Great	Gatsby	(2013)	

and	The	Lego	Movie	(2014).	However,	when	it	comes	to	comparison	of	audience	

acceptance,	Australia	lags	behind	France,	Germany,	Italy,	UK,	Spain,	Sweden,	
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Norway,	Denmark,	Japan	and	South	Korea	(Maher	et	al.,	2016).	The	downward	

trend	in	audience	acceptance	in	Australia	is	not	improving	parallel	to	trends	

among	international	audiences.	Filmmakers	in	Australia	continue	to	work	on	and	

produce	movies	based	on	the	principle	of	‘creative	producer	protection’	and,	

through	this	policy,	they	must	have	the	courage	to	face	any	risk	(Lee	&	Gillen,	

2011).	The	concept	of	‘creative	protectionist	producer’	is	held	to	ensure	that	the	

spirit	of	the	creative	industries	remains	alive.	The	creative	industries	in	Australia	

have	long	followed	the	concept	which	was	introduced	in	the	UK	which	integrated	

the	academic	sector	and	government	policies	(Daniel,	2013).	

	

In	promoting	the	creative	industries	in	Australia,	the	Australian	government	has	

followed	the	policies	introduced	by	the	UK	government	through	its	Creative	

Nation	Policy	(Daniel,	2017).	Through	this	policy,	the	government	has	identified	

key	sectors	that	could	contribute	to	the	development	of	creative	industries	such	

as	linking	the	cultural	sector	with	digital	environments.	In	2013,	the	government	

introduced	Creative	Australia	through	investment	in	the	national	cultural	policy.	

Through	Creative	Australia,	the	government	aims	to	ensure	that	the	cultural	

sector	works	with	all	aspects	of	the	arts,	cultural	heritage	and	creative	

industries,	especially	in	terms	of	skills,	resources	and	creativity.	The	federal	

government	through	the	creation	of	Ausfilm	offers	tax	offsets	to	international	

producers,	making	Australia	a	destination	of	choice	for	locations	and	post-

production	benefits.	There	include	a	40%	producer	offset,	16.5%	location	offset,	

13.5%	location	incentive,	20%	producer	offset	(television)	and	30%	post,	digital	

and	visual	effects	offset.	In	addition,	this	initiative	has	been	supplemented	by	

state,	local	and	territory	incentives	through	the	establishment	of	state	

government	screen	production	agencies	across	Australia	such	as	Victoria	Film	

(Victoria),	Create	NSW	(New	South	Wales),	Screen	Queensland	(Queensland),	

South	Australian	Film	Commission	(South	Australia),	Screen	Territory	(Northern	

Territory),	Screenwest	(Western	Australia),	Screen	Tasmania	(Tasmania)	and	

Screen	Canberra	(Canberra).	

	

The	DVFx	industry	in	Australia	comprises	a	range	from	medium-sized	studios	to	

internationally	renowned	studios	such	as	Blackmagic	Design,	Flame	and	
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cineSync.	There	is	more	than	25	DVFx	companies	and	studios	in	Australia.	DVFx	

studios	in	Australia	are	well	known	for	their	expertise	in	producing	the	world’s	

biggest	blockbuster	films	and	Australia	has	become	one	of	the	world’s	leading	

DVFx	hubs	beside	the	US	and	Canada	(Samaras	&	Johnston,	2018).	Among	other	

famous	Australian	studios	is	Animal	Logic,	which	worked	on	Peter	Rabbit	(2017).	

Method	Studios	(formerly	known	as	Iloura)	has	been	operating	for	more	than	20	

years	in	Sydney	and	is	known	for	the	DVFx	scenes	in	Jumanji:	Welcome	to	the	

Jungle	(Failes,	2017).	International	companies	that	have	opened	studios	in	

Australia	include	US-based	Luma	Pictures	(Black	Panther),	Alt.vfx,	Cutting	Edge	

vfx	and	Rising	Sun	Pictures	(X-Men:	Apocalypse)	known	for	its	‘Pentagon	Kitchen’	

best	visual	effects	award	nomination	in	the	2015	Academy	Awards	(Sebag-

Montefiore,	2015).		

	

One	advantage	of	Australia’s	DVFx	industry	it	that	it	has	the	same	cultural	

framework	as	Hollywood.	Australia	emerged	as	a	new	power	that	gave	

competition	to	California	and	Canada’s	DVFx	industry.	Another	advantage	of	the	

DVFx	industry	in	Australia	compared	to	Malaysia	and	India	is	the	industry’s	

strong	support	from	the	federal	government	as	well	as	state	governments.	Yet,	

although	the	DVFx	industry	in	Australia	is	one	of	the	essential	industries,	in	

reality,	Australia	is	threatened	by	competition	from	globalization	(Montefiore,	

2015).	For	the	time	being,	the	greatest	competition	comes	from	Canada	

especially	in	getting	outsourcing	projects	from	Hollywood	productions,	as	well	

as	high	exchange	rates	against	the	Australian	dollar.	Problems	with	high	labour	

force	payments,	if	not	expected,	will	cause	new	powers	like	India	and	China	to	

take	over	as	the	two	countries	provide	a	lower	price	with	good	quality.	However,	

the	positive	aspects	of	the	government	initiatives	mentioned	have	meant	that	

Australia	has	given	considerable	attention	to	the	recognition	of	creative	

industries	and	should	be	an	example	for	Malaysia	and	India.	Based	on	the	

current	scenario	of	DVFx	industry	development	in	Malaysia,	India	&	Australia,	

we	can	see	apparent	differences	between	these	three	countries,	especially	in	

their	history	and	the	size	of	the	industry.	However,	there	is	one	distinct	

similarity.	Each	country	has	its	international	DVFx	studios	emerging	as	a	result	

of	transnational	processes	through	the	existence	of	international	DVFx	
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companies	in	each	country.	It	has	also	demonstrated	that	the	co-production	from	

the	aspect	of	expertise	sharing	and	economy	mobility,	as	is	noted	by	Hjorts	

(2010),	on	the	types	of	transnationalism	typology.	Globalising	transnationalism	

and	modernising	transnationalism	have	been	shown	through	the	numbers	of	

international	DVFx	studios	in	each	country.	Other	types	of	transnationalism	will	

be	further	discussed	in	chapter	four	through	the	analysis	of	transnational	films	

from	the	aspect	of	the	collaboration	of	expertise	and	film	distribution.	

	

2.8	Audience	Research	

Film	studies	and	cultural	studies	are	two	broad	areas	of	research	that	enable	

researchers	to	find	relationships	between	text	media	and	audiences.	According	

to	Christie	(2012),	audience	definition	will	always	be	a	problematic	discussion	

among	scholars	because	the	‘audience’	is	an	ambiguous	concept.	There	are	two	

main	concepts	dominating	the	definition	of	the	cinema	audience	(Christie,	2012).	

The	first	is	‘imagined	audience’,	which	is	often	associated	with	the	preferences	of	

the	author	and	responses	to	the	author’s	assumptions.	Through	this	concept,	the	

definition	of	the	audience	is	based	on	stakeholders’	perspectives,	such	as	the	

views	of	producers,	directors	and	filmmakers	in	the	industry.	They	see	‘the	

audience’	as	a	creation	of	the	industry	that	serves	its	needs	and	interests	

(Sundet,	2016).	The	second	concept	is	from	an	economic	or	statistical	

perspective.	In	this	concept,	‘audiences’	refers	to	box-office	receipts,	and	this	is	

the	dominant	definition	in	the	current	film	industry.	This	understanding	shows	

that	the	audience	is	comprised	of	individuals	which	at	the	same	time	are	part	of	

the	crowd.	

	

However,	the	definition	of	21st-century	cinema	audiences	has	changed	in	

tandem	with	current	technological	advances	and	generational	changes.	A	

contemporary	audience	is	more	geared	towards	individual.	Dixon	and	Foster	

(2011)	define	21st-century	cinema	audiences	as	predominantly	a	young	

audience,	which	finds	cinema	an	easy	way	to	escape	their	increasingly	mundane	

lives.	In	addition	to	that,	audiences	in	this	century	are	exposed	to	the	use	of	

digital	media	platforms	as	well.	Television	has	been	a	typical	platform	and	
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Internet	usage	is	a	new	platform.	For	example,	today’s	cinema	audience	no	

longer	just	watches	movies	in	the	cinema	but	has	alternative	viewing	modes	

through	interactive	online	streaming	such	as	Netflix	and	Amazon	Prime	Video.	

This	demonstrates	that	technologic	globalization	not	only	gives	rise	to	the	

content	but	also	other	elements	of	the	medium.	While	audiences	can	simply	

mean	those	who	select	the	content	and	value	of	a	medium,	this	selection	has	

evolved	to	become	a	culture	or	‘taste	culture’.	Lugg	(2011)	states	that	public	

taste	is	how	consumers	show	a	preference	for	a	particular	taste	culture.	This	

selection	should	not	involve	judging	a	culture	using	the	values	of	another.	For	

example,	we	cannot	assume	people	with	a	certain	age,	education	level,	religion,	

class	and	ethnic	background	like	or	are	interested	in	the	same	culture	and	have	

similar	tastes.	This	situation	means	that	audiences	tastes	are	different	depending	

on	certain	factors.	

	

There	are	numerous	scholarly	studies	on	movie	audiences.	Respected	names	like	

Roland	Barthes,	Wolfgang	Iser,	Hans	Robert	Jauss,	Jean-Louis	Baudry	and	

Jacques	Lacan	have	contributed	much	to	audience	and	media	research.	

Meanwhile	scholars	as	Sonia	Livingstone,	David	Morley,	Richard	Butsch	and	

Jonathan	Cohen	focusing	on	the	empirical	work	on	audiences’	research.	

Beginning	in	the	late	1960s,	scholars	began	to	develop	the	theoretical	framework	

to	understand	the	relationship	between	film	and	audience,	borrowing	from	other	

disciplines	such	as	psychoanalysis,	semiotics,	feminist	theory	and	structural	

Marxism	(Kredell,	2018).	The	evaluation	of	a	medium	begins	when	a	work	meets	

audiences	(Sefton-Green,	2000).	In	this	case,	the	audience	acts	as	a	bridge	that	

relates	cognitive	and	sociocultural	aspects	of	what	is	produced	in	a	film	to	

improve	literacy.	This	is	because	not	every	audience	understands	what	media	is	

trying	to	convey.	So,	it	does	not	matter	if	the	definition	of	the	audience	is	seen	

from	two	main	points	of	views,	as	expressed	by	Christie	(2012).	It	is	essential	for	

scholars	to	know	and	appreciate	that	every	criterion	or	quality	standard	in	

respect	of	a	particular	literary	product,	especially	films,	will	always	be	related	to	

cultural	factors	and	this	situation	will	always	change.		
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Studies	on	film	audiences	have	further	focused	on	spectatorship.	Theoretical	

development	in	spectatorship	began	in	the	early	1970s	with	a	study	on	how	the	

cinema	addresses	its	viewer.	According	to	Baudry	and	Williams	(1975),	

spectators	also	refer	to	the	position	or	structure	of	cinema.	In	this	theory,	the	

term	‘ideal	spectator’	is	used	to	define	the	viewer	as	the	subject	of	the	film’s	

textual	address	(Kredell,	2018).	Barker	(2012)	believes	that	film	‘spectatorship’	

does	seem	to	have	some	distinctive	characteristics	especially	for	engaging	with	

and	evaluating	film	encounters.	Besides,	audiences	in	particular	from	the	

spectator’s	aspect	also	indirectly	provide	guidance	on	the	relationship	between	

cinema	and	other	cultural	traditions.	Hence,	also,	to	understand	the	audience,	

this	study	aims	to	investigate	the	influence	of	different	aspects	of	culture	and	

geographical	locality	on	the	evaluation	of	quality	and	creativity	in	films,	

especially	among	young	adults.	Fleming	(2010)	thinks	that	if	a	study	focuses	

solely	on	the	artist,	then	the	researcher	can	evaluate	the	aspect	of	creativity	that	

is	expanded	from	the	‘form	and	technique’,	while	focusing	on	the	product	itself	

can	further	complicate	the	aspect	of	‘taste’.	Therefore,	in	order	to	assess	

audiences,	a	combination	of	individual	and	product	(film)	research	is	the	best	

way	to	answer	the	research	questions	in	this	section.	

	

According	to	Osorio	(2014),	movie	audiences	consist	of	multiple	configurations,	

which	leads	to	the	emergence	of	film	cultures	through	revolutions	and	

developments	from	time	to	time.	These	film	cultures	have	also	formed	specific	

paths	for	the	practice	and	discussion	of	film	discourse	interpreted	through	local,	

national	and	transnational	contexts	as	well	as	historical	factors.	Therefore,	to	

evaluate	a	film	and	audience,	these	factors	need	to	be	addressed.	A	study	

conducted	by	Halverson	et	al.	(2014)	shows	that	young	people	evaluate	a	film	

according	to	the	genre	and	narrative	as	well	as	the	creative	process	within	the	

film.	The	study	also	represents	the	beginnings	of	the	demonstration	of	the	

potential	power	of	‘reportability’	and	‘criteria’	as	elements	in	evaluating	

aesthetic	product	narratives.	

	

The	cinema	viewing	experience	is	also	a	factor	in	the	audience’s	acceptance	

based	on	genre	and	narrative	factors.	Thus,	the	study	conducted	by	Srinivas	
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(1998)	on	the	active	audience	experience	of	Indian	spectators	at	the	cinema	

shows	significant	results.	Ethnographic	research	involving	engagement	

processes	cannot	be	understood	without	precise	knowledge	and	understanding	

of	the	activities	and	practices	of	audiences	in	which	the	process	creates	a	

cinematic	experience.	Srinivas	found	that	active	Indian	audiences	have	been	

trained	with	certain	‘expectations’	when	watching	a	movie.	Although	most	films	

in	India	borrow	storylines,	scenes,	characters,	costumes	and	even	music	from	

Hollywood,	however,	they	assume	that	films	from	the	West	are	too	short	in	

duration	and	boring	as	they	have	too	much	emphasis	on	conversation	rather	

than	action.	Most	foreign	films	that	have	succeeded	in	the	Indian	film	market	are	

action-adventures,	comedies,	martial	arts	films	and	also	films	containing	digital	

visual	effects	such	as	Jurassic	Park	and	Marvel	movies.	Srinivas	also	categorizes	

audiences	in	India	into	five	main	categories:	selective	viewing,	social	and	

interactive	viewing,	participatory	viewing,	re-making	film	and	evoking	

transformation.	

	

In	contrast	to	Srinivas,	Fu	(2012)	shows	that	cultural,	language	and	economic	

factors	affect	how	audiences	respond	to	media	content	such	as	movies.	This	

finding	indirectly	enhances	our	understanding	of	the	transnational	media	that	

can	be	used	in	examining	audience	acceptance	and	preference.	Looking	at	the	

response	of	local	audiences	to	universal	content	sharing	helps	us	better	

understand	how	world	tastes	are	created.	Nevertheless,	there	are	several	

weaknesses	in	studies	of	audiences	especially	film	spectators.	Osorio	(2014)	lists	

four	types	of	problems	found	in	studies	involving	movie	audiences.	First	of	all,	

non-homogeneous	identities	mean	that	studies	should	not	focus	on	specific	

audiences.	This	problem	means	that	each	audience	is	different	and	an	outcome	of	

audience	research	may	not	represent	the	entire	audience.	Secondly,	in	general,	

audience	points	of	view	have	been	formed	by	several	factors	and	these	factors	

will	determine	and	reflect	the	scope	and	importance	of	a	study,	which	means	

study	results	can	be	uneven	and	biased.	Thirdly,	the	complexity	of	the	audience	

is	not	only	interpreted	through	diversity	and	other	variables,	but	also	historical	

background.	While	the	fourth	is	the	complexity	of	audience	research,	separated	

by	how	movie	audiences	express	themselves,	which	is	closely	related	to	their	



	 61		

lifetime	experiences.	As	such,	studies	of	film	audiences	in	this	context	should	

emphasize	the	diversity	of	audiences	that	is	substantially	formed	from	their	

cultural	and	historical	backgrounds.	Film	cultures	shared	by	audiences	are	what	

make	up	the	concept	of	the	new	audience.	The	response	of	this	film	culture	

means	that	every	audience	shares	a	discourse	and	practices	that	define	specific	

pathways.		

	

Osorio	(2014)	has	tried	to	identify	movie	audiences	based	on	several	factors.	

These	factors	are	agents	that	transform	the	movie	audience.	Osorio	focuses	on	a	

specific	study	location	in	Cali,	Colombia.	The	transformation	period	also	has	a	

dynamic	relationship	between	local,	national	and	transnational	cultures	as	well	

as	local	economic	trends.	Three	factors	have	been	identified	which	lead	to	the	

transformation	of	the	film	audience,	and	they	will	be	described	in	the	following	

subsections.	

	

2.8.1	Social	Class	

The	difference	and	diversity	of	tastes	in	film	audiences	are	primarily	due	to	

differences	in	social	class.	These	differences	in	the	audience’s	social	class	

includes	how	they	represent	their	class	through	their	selection	of	films.	High-

class	audiences	are	likely	to	choose	to	watch	films	that	are	philosophical	and	

high-value	as	opposed	to	audiences	coming	from	the	lower	middle	class	who	are	

more	likely	to	watch	films	such	as	comedies.	However,	the	social	class	of	an	

audience	should	be	evaluated	based	on	other	elements	such	as	history,	education	

and	geographical	conditions	of	a	particular	country.	

	

2.8.2	Modernity	

The	concept	of	modernity	has	been	debated,	as	there	are	various	opinions	in	

cinema	discussions	over	time	which	are	not	closely	related	to	geopolitical	

positioning.	However,	this	discussion	is	necessary	as	it	leads	to	the	essential	

elements	of	audience	analysis	as	well	as	understanding	the	real	meaning	of	

modernity.	In	the	context	of	audience	studies,	modernity	affects	the	value	to	

audiences	of	film	commodities.	This	value	is	likely	to	include	aspects	of	modern	

technology	used	in	the	production	process	as	well	as	the	aspects	of	viewing	in	
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the	audience.	This	modernization	process	has	also	led	to	cosmopolitanism,	which	

has	led	to	the	transformation	of	social	structures	through	new	technology	

disputes,	subsequently	leading	to	the	new	culture.	For	example,	today’s	movie	

audience	is	not	required	to	go	to	the	cinema	to	watch	movies,	as	there	is	an	

alternative	interactive	technology	in	online	streaming	and	also	smart	TV	or	VR	

technology.	Hence	this	aspect	of	modernization	has	led	to	a	change	in	the	new	

audience’s	tastes.	

	

2.8.3	Generation	Gap	

The	generation	factor	is	the	most	critical	factor	in	determining	the	taste	of	a	

movie	audience,	especially	involving	audiences	in	the	21st	century	who	can	be	

divided	into	generations.	Generational	factors	are	also	closely	related	to	

modernity	factors.	In	most	previous	studies,	filmmakers	have	tended	to	think	

about	themselves	and	their	generation	to	differentiate	the	current	trend	from	

either	younger	or	older	generations.	However,	according	to	Osorio	(2014),	this	

has	disadvantages	as	generations	are	not	monolithic;	their	expectations	of	

cinema	and	film	are	likely	to	vary	and	depend	on	other	factors.	Furthermore,	a	

generation	cannot	be	measured	only	by	an	inevitable	time	lag;	one	must	follow	

their	historical	development	diachronically.		

	

2.9	Conceptual	Framework	

Hennessey	(2015)	notes	that	the	vast	majority	of	researchers	in	the	field	of	

creativity	focus	on	the	creative	process,	the	creative	person	and	the	creative	

product,	but	give	less	attention	to	the	creative	milieu.	The	field	of	creativity	will	

have	to	be	more	developed	before	investigators	can	develop	a	systems	view	of	

creativity.	Creativity	is	not	bound	to	any	single	discipline.	Practically	all	

disciplines	see	creativity	in	their	own	way.	According	to	Runco	and	Jaeger	

(2012),	previous	scholars	have	used	different	criteria	to	define	creativity.	There	

are	two	main	criteria	used	in	defining	creativity,	which	are	originality	and	

effectiveness.	Originality	is	undoubtedly	required,	and	it	is	often	labelled	novelty;	

meanwhile	there	are	other	fundamental	requirements	for	creativity.	

Effectiveness	may	take	the	form	of	value.	This	describes	how	original	and	
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valuable	products	and	ideas	depend	on	the	current	market,	and	more	specifically	

on	the	cost	and	benefits	of	defying	the	trend.		

	

Kharkhurin	(2014)	defines	four	criteria	of	creativity:	novelty,	utility,	aesthetics	

and	authenticity.	According	to	him,	the	framework	of	current	creative	research	

provides	only	mixed	assessments	regardless	of	the	strength	of	correlation	

between	factors.	Hence,	according	to	Mayer	(1999),	there	are	at	least	five	

dimensions	that	researchers	can	use	to	assess	creativity.	First	of	all,	creativity	

can	refer	to	products,	processes	or	individuals.	Secondly,	creativity	can	be	either	

personal	or	social.	Third,	creativity	can	also	refer	to	what	is	common	or	rare.	

Fourth,	creativity	is	sufficient	or	specific	and	fifth,	creativity	can	be	studied	with	

qualitative	and	quantitative	methods.	Thus,	this	explanation	demonstrates	that	

creativity	can	involve	many	dimensions	and	specializations	in	any	of	the	studies	

conducted	including	this	study	focusing	on	the	use	of	DVFx	technology	in	the	film	

industry.	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

Csikszentmihalyi	(1999)	is	among	the	pioneers	who	created	the	systems	view	of	

creativity,	which	is	used	in	a	range	of	disciplines	including	the	film	industry	and	

creative	industries.	The	three	small	systems	introduced	by	Csikszentmihalyi	are	

very	closely	related	to	cultural	contexts	that	will	determine	other	domains	such	

Figure	2.1:	Systems	Model	of	Creativity	by	Csikszentmihalyi	(1999)	
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as	knowledge,	tools,	values	and	practice,	which	are	also	driving	elements	of	the	

creative	process	(Hennessey,	2015).	Basic	concepts	such	as	novelty	and	value	

provide	a	better	understanding	of	creativity	in	this	field.	Csikszentmihalyi’s	

systems	view	implies	that	creativity	cannot	be	understood	by	isolating	

individuals	and	their	work	from	their	social	and	historical	surroundings.	

	

In	this	system,	Csikszentmihalyi	focuses	on	a	cause	and	effect	circle,	where	the	

three	systems	influencing	each	other:	domain,	field	and	individual	(refer	to	

Figure	2.1).	Domain	refers	to	the	formal	system	of	symbols	based	on	the	

information	that	is	regarded	as	‘a	set	of	rules,	procedures,	and	instructions	for	

action’	(pp.33).	In	this	case,	if	someone	does	not	have	access	to	information	

through	a	particular	domain,	it	will	be	difficult	for	the	individual	to	contribute	to	

the	new	knowledge.	Some	domains	have	specific	structural	causes	that	make	

them	more	difficult	to	enter	and	renew	than	other	spheres.	In	the	field	of	media	

and	film	production,	there	are	different	understandings	of	best	practice	such	as	

the	right	way	to	structure	a	screenplay	or	strategies	in	classical	storytelling.	The	

field	is	the	social	aspect	of	the	model.	It	includes	the	social	organization	in	the	

domain	and	all	the	individuals	that	act	as	gatekeepers	to	determine	whether	a	

new	idea	or	product	is	placed	in	the	domain.	An	individual	is	someone	who	can	

talk	about	creativity	by	using	the	symbols	of	a	specific	area,	getting	ideas,	

analysing	the	latest	pattern	and	creating	something	new	through	the	appropriate	

field.	Based	on	this	system,	Csikszentmihalyi	(1988)	defines	creativity	as:	

	

an	act,	idea,	or	product	that	changes	an	existing	domain	or	that	transforms	
an	 existing	 domain	 into	 a	 new	 one.	 A	 creative	 person	 is	 someone	 whose	
thoughts	or	actions	change	a	domain	or	establish	a	new	domain.	However,	a	
domain	cannot	be	modified	without	the	explicit	or	implicit	consent	of	a	field	
responsible	for	it.	(p.28)	

	

Creativity	 in	 the	 film	 industry	 is	 associated	 with	 authorship	 as	 well.	 Film	

creativity	mostly	rests	on	the	director’s	shoulders	more	than	the	other	members	

of	the	production	team.	Petrie	(1991)	introduced	four	ways	to	view	and	evaluate	

the	director	as	the	author	who	increases	creativity.	Firstly,	we	can	see	the	author	

as	a	personality,	and	secondly,	we	need	to	examine	the	root	structures	of	a	film	
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to	perceive	 the	author’s	 intended	meaning.	Third,	we	can	observe	 the	 film	as	a	

text	 or	 critical	 construct	 and	 finally	 we	 can	 see	 the	 author	 as	 a	 production	

worker	 in	a	collaborative	enterprise,	which	means	 it	 is	essential	 to	analyse	 the	

text	of	the	film	as	evidence	of	creativity	in	addition	to	studying	human	factors	in	

the	 production	 team.	 Furthermore,	 McIntyre’s	 (2012)	 view	 of	 the	 actual	

authorship	 is	not	 limited	 to	 film	directors’	work	but	 sees	a	 system	of	 relations	

among	 several	 films	 that	 bear	 the	 same	 signature.	 This	 has	 similarities	 with	

Foucault’s	poststructuralist	concept	of	the	author	which	takes	creativity	beyond	

the	individualist	notion	of	personality	as	the	centre	of	creativity.	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

Redvall	(2012)	has	proposed	a	new	framework	for	film	case	studies	and	media	

production	using	Mihaly	Csikszentmihalyi’s	systems	view	of	creativity.	Redvall	

recommends	a	combination	of	Csikszentmihalyi’s	model	and	a	model	of	creative	

processes	from	the	school	of	creative	problem	solving	(CPS).	Nevertheless,	the	

model	proposed	by	Redvall	is	only	suitable	for	analysing	creativity	during	the	

production	process.	Through	analysis	at	various	stages	of	production,	

researchers	can	see	how	the	process	of	identifying	problems	and	solving	

problems	can	help	to	create	creative,	novel	and	high-quality	work.	There	are	

different	perspectives	on	creativity	in	Western	and	traditional	thought	

Figure	2.2:	The	Systems	Model	of	Creativity	by	Kerrigan	and	McIntyre	(2013)	
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(McIntyre,	2012).	From	the	traditional	standpoint,	creativity	is	the	domain	of	a	

few	‘chosen’	privileged	individuals	who	are	naturally	experts	on	beauty	and	the	

human	condition.	Creativity	is	such	a	fundamental	characteristic	of	human	

capacity.	Being	a	creative	person	is	not	the	same	as	being	active	in	the	creative	

industries,	which	requires	not	just	creativity	within	oneself	but	also	external	

observers’	acknowledgement	of	one’s	creativity.	There	is	also	less	attention	

given	to	researching	creativity	in	film	studies,	especially	in	the	creative	process	

and	the	creative	product.	

	

In	Csikszentmihalyi’s	model,	the	emphasis	is	on	the	creative	person	(individual)	

who	can	alter	or	create	a	domain.	Hence,	this	study	also	emphasizes	the	role	of	

creative	individuals	involved	in	the	use	of	DVFx	technology	such	as	visual	effects	

supervisors	and	visual	effects	artists.	However,	McIntyre	(2012)	refers	to	the	

person	in	the	Csikszentmihalyi	model	as	an	individual	agent.	McIntyre	also	made	

improvements	to	the	definition	of	an	individual	agent	who	is	not	necessarily	

seen	as	an	individual	but	can	also	be	a	group	such	as	a	production	team	that	

produces	a	film	or	an	institutional	decision-making	body	(Kerrigan	&	McIntyre,	

2010)	(refer	to	Figure	2.2).	This	study	will	take	up	this	concept	of	the	team	as	an	

agent,	or	collaborative	group-based	processes	widely	used	in	the	film	industry	

and	DVFx	production.	The	reach	of	this	teamwork	and	collaboration	goes	beyond	

the	geographical	boundaries	between	countries	when	it	involves	expertise	in	

producing	films	using	DVFx.	

	

According	to	McIntyre,	this	improved	model	is	also	in	line	with	Bourdieu’s	

suggestion	that	there	is	an	interplay	between	a	field	of	works	and	habitus,	

partially	composed	of	a	personal	level	of	social,	cultural	and	economic	capital	

(Bourdieu,	1984).	All	of	these	impacts	directly	form	more	structured	and	

dynamic	fields,	for	example,	the	creative	and	film	industries	that	produce	and	

circulate	services,	ideas	and	creative	knowledge.	Inside	this	system,	the	circle	is	

filled	with	agents	who	are	equally	competing	in	the	creative	practices	of	that	

field	(McIntyre,	2012).	In	this	study,	individual	or	agent	refers	to	a	digital	artist	

or	creative	team	that	produces	DVFx.	Liboriussen	(2015)	identified	the	digital	

artist	as	a	person	who	is	an	expert	in	digital	software	especially	in	the	creative	



	 67		

industries	such	as	an	animator,	new	media	artist,	graphic	designer,	architect,	

creative	director	or	even	sculptor.	Liboriussen’s	thought	is	an	extension	of	the	

concept	of	the	digital	native	by	Bassett	et	al.	(2013).	He	contrasts	the	digital	

native	model,	where	young	people	are	imagined	to	possess	essential	expertise,	to	

other	models	where	expertise	incorporates	literacy	and	competency.	

Liboriussen’s	(2015)	definition	of	creativity	is	the	ability	to	draw	on	the	entire	

personality	when	delivering	innovative	solutions	to	design	problems.	This	has,	

for	example,	been	conceptualized	as	design	thinking	(Brown,	2009)	and	

addictive	thinking	in	recent	design	theory.	

	

2.10	Chapter	Summary	

In	summary,	this	chapter	has	collected	and	discussed	the	views	of	scholars	in	the	

areas	of	globalization,	transnationalism,	creative	industries,	film	culture	and	

creativity	studies.	All	of	these	concepts	are	very	important	for	this	study	because	

these	concepts	provide	a	framework	at	the	macro	level	to	assess	the	potential	of	

DVFx	as	a	tool	that	creates	techno-creativity	and	narrative	techno-enhancement	

in	the	21st	century.	The	chapter	has	also	emphasized	broader	aspects	of	

transnational	cinema	and	national	cinema,	especially	those	involving	the	case	

study	countries.	The	discussion	has	also	focused	on	the	development	of	the	

creative	industries,	and	analysed	these	developments	from	the	perspectives	of	

the	Malaysian,	Indian	and	Australian	film	industries.	Next,	the	systems	view	of	

creativity	introduced	by	Csikszentmihalyi	and	improved	by	McIntyre	and	

Kerrigan	are	also	discussed	within	the	three	aspects	of	creativity,	the	system	

(domain),	knowledge	(field)	and	individual	agent	(person),	to	form	the	basis	of	

techno-creativity	and	narrative	techno-enhancement.	This	model	is	appropriate	

for	this	study	as	the	film	area	involves	teamwork	and	group-based	collaboration	

to	produce	high-quality	work.		

	

The	next	chapter	will	discuss	the	methodology	used	in	this	research.	It	will	focus	

on	the	research	epistemology,	research	design	and	research	rules.	
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CHAPTER	3	

	

RESEARCH	METHODOLOGY	
	

3.1	Introduction	

This	chapter	will	discuss	the	research	methodology	used	in	this	project.	The	

purpose	of	research	is	to	explore	the	truth	of	the	social	world	as	well	as	to	

evaluate	and	criticize	the	moral	behaviour	of	people.	Researchers	can	also	put	

forward	metaphors,	images	and	ideas	that	can	help	future	human	life.	Hence,	

methodologies	are	needed	to	conduct	research	and	ensure	that	studies	follow	

correct	and	systematic	standards	of	implementation.	Methodology	means	the	

integration	of	theory	into	research	and	analysis	of	how	research	should	proceed	

(Harding,	1987).	According	to	Weerakkody	(2015),	methodology	is	used	as	a	

strategy,	a	plan	of	action,	as	well	as	a	process	that	forms	the	decision	to	use	

particular	data	collection	methods.	From	another	point	of	view,	the	methodology	

used	in	a	study	will	determine	the	appropriate	method	of	research.	The	analysis	

and	interaction	will	also	involve	the	use	of	methods	and	data.		

	

The	three	main	domains	within	the	systems	view	of	creativity	introduced	by	

Csikszentmihalyi,	that	is,	individuals,	domains	and	fields,	are	the	main	subject	of	

this	research.	‘Individual’	here	means	a	digital	artist	who	is	an	expert	and	have	a	

knowledge	in	digital	software	such	as	an	animator,	creative	director	or	visual	

effects	artist	(Liboriussen,	2015).	In	this	research,	digital	artists	also	include	the	

director	and	the	screenwriter	as	they	also	know	digital	software	such	as	DVFx.	

Also,	this	subject	relates	to	the	use	of	DVFx	creativity	in	the	film	industry	to	

shape	trends	and	phenomena.	‘Domain’	involves	how	a	set	of	procedures	or	

productions	using	DVFx	is	practised	in	the	film	industry	in	Malaysia,	India	and	

Australia,	which	are	the	sample	of	the	study,	while	the	‘field’	will	evaluate	the	

influence	of	the	social	environment	on	audiences’	acceptance	of	films	using	

DVFx,		
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The	selection	of	Malaysia,	India	and	Australia	as	the	primary	research	sample	

and	subjects	was	based	on	the	rationale	that	these	three	countries	represent	

different	landscapes	and	abilities	in	the	areas	of	creativity	and	DVFx	

technological	advancement	in	their	national	cinemas.	While	these	three	

countries	have	different	capacities,	this	will	allow	comparisons	that	highlight	

DVFx’s	potential	to	be	a	tool	for	techno-creativity	and	for	narrative	

enhancement.	This	comparative	process	also	directly	emphasizes	the	

transnational	flow	that	prevails	in	all	three	industries.	

	

This	study	used	qualitative	research	methods,	which	involved	textual	analysis,	

in-depth	interviews	and	focus	group	discussions	as	the	best	methods	to	answer	

the	research	question	and	research	aims	in	this	project.	The	first	phase	of	the	

study	compared	DVFx	usage	trends	in	Malaysia,	India	and	Australia’s	film	

industries	using	textual	analysis	involving	the	best	films	in	each	country	using	

DVFx.	In-depth	interviews	were	the	most	effective	method	used	in	the	second	

phase	of	the	research	to	assess	how	digital	artists	from	these	countries	use	DVFx	

as	a	tool	of	techno-creativity	as	well	as	narrative	enhancement,	while	the	third	

phase	used	focus	group	discussions	to	understand	DVFx’s	ability	to	shape	

audiences’	changing	tastes.	This	research	used	purposeful	sampling	to	find	

filmmakers	as	informants	for	the	in-depth	interview	sessions.	Digital	and	online	

technology	platforms	were	used	to	reach	respondents,	since	the	informants	in	

this	study	were	located	across	geographical	boundaries.	This	will	be	further	

discussed	in	the	sampling	section.		

	

3.2	Qualitative	Research	Methods	

This	research	uses	qualitative	research	as	the	primary	methodology.	Qualitative	

research	methods	are	also	a	research	strategy	that	emphasizes	the	use	of	words	

rather	than	quantification	in	data	collection	and	analysis	(Bryman,	2008).	This	

method	is	in	line	with	the	goal	of	this	study	which	focuses	on	rich	data	based	on	

information	and	texts	that	are	difficult	to	obtain	when	using	quantitative	

research	methods.	Besides,	qualitative	research	methods	focus	more	on	

storytelling	and	sharing	of	individual	experiences	or	that	of	social	groups	and	do	

not	focus	on	the	quantity	or	frequency	aspects	of	quantitative	research.	
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Different	qualitative	research	methods	will	generate	different	data.	Qualitative	

research	methods	include	in-depth	interviews,	focus	group	discussions,	textual	

analysis,	ethnography,	case	studies	and	participant	observation.	There	are	

different	methods	because	there	are	no	general	or	global	approaches	agreed	

upon	by	previous	scholars	for	use	in	qualitative	research	(Rosenberry	&	Vicker,	

2017).	However,	holistically,	these	approaches	focus	on	finding	data	based	on	

text	information	and	words.	These	methods	also	make	a	more	profound	

impression	on	the	reader’s	intrepetation	in	addition	to	increasing	the	

believability	of	the	obtained	data.	Believability	is	essential,	as	it	also	helps	in	

answering	questions	about	social	reality	such	as	how	people	share	their	life	

experiences	or	the	problems	they	face.	Weerakkody	(2015)	stated	that	

qualitative	methods	take	reality	to	be	subjective,	holistic	and	social	constructed	

as	opposed	to	absolute	truth.	Hence	this	construction	gives	researchers	the	

benefit	of	seeing	‘reality’	from	various	aspects	and	viewpoints	as	this	method	is	

also	not	bound	by	the	strict	rules	of	quantitative	methods.		

	

A	researcher	who	chooses	to	use	this	methodology	should	have	the	ability	to	

listen,	understand	and	respect	the	views	of	other	voices.	A	researcher	who	uses	

this	method	should	be	active	in	obtaining	the	data.	Furthermore,	the	data	

obtained	is	inscribed	personally	by	the	researcher	and	is	not	affected	by	analysis	

of	statistical	significance.	Hence,	the	researcher’s	capability	will	indirectly	impact	

the	framework	or	research	design	and	its	interactive,	dynamic	and	emergent	

character	more	than	for	quantitative	methods.	Through	this	unique	feature,	

goals,	objectives,	data	analysis	and	validity	will	be	shared	in	the	research	process	

(Jones,	2018).	The	obtained	data	will	also	be	open,	flexible	and	naturalistic.	In	

this	way,	researchers	can	present	a	‘good	story’	drawn	from	the	data,	but	

everything	should	depend	on	the	objectives	and	purpose	of	the	study.	The	

findings	drawn	from	the	data	also	should	not	be	generalized	beyond	the	sample	

or	the	selected	subject.	
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3.2.1	Ethnography,	Phenomenology	and	Sociolinguistic	Review	

There	are	three	main	genres	or	styles	in	qualitative	research,	as	stated	by	

Marshall	and	Rossman	(2011).	The	three	styles	are	ethnography,	

phenomenology	and	sociolinguistic	review.	Ethnography	focuses	on	behavioural,	

social	and	cultural	issues	either	at	the	individual	or	group	level,	while	

phenomenology	is	a	study	by	presenting	a	comprehensive	data	of	human	

existence,	socially	and	culturally	embedded	especially	in	empirical	disciplines	

such	as	psychiatry,	sociology,	psyhclogy,	antrophology	and	architecture	(Zahavi,	

2018).	Meanwhile,	sociolinguistic	review	refers	to	the	analysis	of	the	

understanding	of	communication	content,	which	includes	conversations,	writing	

or	images.	However,	the	three	styles	described	by	Marshall	and	Rossman	relate	

to	the	types	of	data	most	frequently	used	in	qualitative	research,	that	is,	

observation,	interviews	and	written	documentation.	Earlier,	this	categorization	

was	explained	by	Berger	(2000),	who	states	that	three	main	methods	can	be	

used	to	get	information	from	people:	seeing	them	(observation),	talking	to	them	

(interviews)	as	well	as	examining	and	analysing	the	texts	of	documents	or	

artefacts	produced	by	them	(textual	analysis).	Consequently,	this	study	will	

integrate	ethnography,	phenomenology	and	sociolinguistic	review	to	obtain	

research	findings	that	can	answer	the	main	question	and	the	three	research	aims	

mentioned	in	the	first	chapter	of	this	thesis.	

	

According	to	Rosenberry	and	Vicker	(2017),	phenomenology	refers	to	the	

sharing	of	reactions	of	individuals	or	social	groups	of	society	towards	an	

experience	that	has	become	practice.	The	essential	features	include	defining	the	

phenomenon	using	a	structure	that	is	easy	to	understand	through	the	

components	of	the	shared	experience.	When	the	phenomenon	is	exposure	to	

mass	media,	phenomenology	is	one	of	the	ways	to	examine	the	social	impact	of	

this	exposure.	Furthermore,	this	study	also	includes	the	impact	of	the	

phenomenon	on	a	culture.	Therefore,	to	answer	the	research	question	in	this	

study,	a	sociolinguistic	analysis	amplified	with	ethnographic	and	

phenomenological	approaches	was	used	to	examine	how	the	globalization	of	

technology	impacts	ideas	on	creative	narrative	and	digital	visual	presentation	in	
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film	production.	The	sociolinguistic	analysis	was	geared	toward	the	analysis	of	

documents	or	texts.	

	

‘Text’	in	this	research	context	covers	all	forms	of	personal	written	documents	

(such	as	diaries	or	correspondence	records)	or	public	documents	(such	as	

newspapers,	magazines,	TV	shows,	films,	movie	scripts	or	websites).	‘Text’	also	

refers	to	advertisements	either	in	the	form	of	visual	or	audiovisual	presentations	

such	as	movies	and	television	shows	(Rosenberry	&	Vicker,	2017).	This	

definition	means	that	analysis	in	this	style	focuses	on	investigating	the	meaning	

in	the	text	and	the	context	as	well.	Two	analytical	approaches	often	used	by	

scholars	to	expand	text	analysis	in	this	sociolinguistic	style	are	content	analysis	

and	semiotics	analysis.	Both	methods	assess	the	interpretation	of	the	meaning	in	

the	text.	According	to	Altheide	(1996),	the	analysis	in	this	method	is	initiated	by	

a	specific	protocol	which	includes	a	list	of	questions,	ideas,	and	categorization	of	

the	required	objectives	from	the	research.	Each	analysis	involves	a	quest	for	

definitions,	themes	and	meaning	of	the	narrative	and	descriptions.	

	

Studies	of	DVFx	often	use	phenomenology	and	sociolinguistic	review	as	

methodology	components.	First	of	all,	this	research	gathered	the	views	of	visual	

effects	industry	experts	who	have	had	broad	practical	experience	in	this	field.	

Hence,	methods	such	as	in-depth	interviews	and	focus	groups	discussions	

provided	data	on	contemporary	impulses	and	the	DVFx	technology	revolution.	

Secondly,	the	use	of	DVFx	as	a	subject	of	study	has	the	potential	to	contribute	to	

the	interpretation	of	the	‘text’	form	as	this	study	focuses	on	that	technology	as	a	

tool	of	techno-creativity	and	narrative	enhancement	that	creates	a	text	such	as	a	

movie.	Previous	scholars	have	tended	to	focus	on	the	text	without	referring	to	

the	aspects	that	create	the	features	of	the	text.	

	

3.2.2	Qualitative	Framework	

A	framework	for	a	study	should	also	be	taken	seriously	by	researchers	using	this	

method.	Thus,	the	inductive	process	plays	a	role	in	determining	the	scope	and	

direction	of	a	more	focused	investigation.	A	wide	scope	of	research	only	provides	

problems	for	researchers	during	the	analysis	and	data	presentation.	As	such,	
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after	the	purpose	or	objective	of	the	study	has	been	determined,	the	researcher	

may	use	it	to	form	a	research	question	and	specific	objectives	to	facilitate	a	more	

coherent	data	collection	process.	As	explained	in	chapter	one,	the	research	

framework	consists	of	a	research	question	that	has	been	broken	down	into	three	

aims	in	this	study	to	ensure	that	this	research	is	focused	on	the	key	themes	of	

techno-creativity,	narrative	techno-enhancement,	and	audiences’	changing	

tastes.	Despite	this,	the	scope	of	the	study	must	have	limitations	or	boundaries	to	

ensure	that	the	research	is	well-regulated	and	facilitates	the	process	of	data	

analysis.	In	this	study,	I	focused	on	DVFx	in	the	creative	and	technology	

industries	in	three	countries	–	Malaysia,	India	and	Australia	–	and	involved	

certain	social	groups	of	experts	in	the	industry	such	as	academics	and	DVFx	

supervisors	and	artists.	

	

According	to	Brennen	(2013)	qualitative	research	differs	from	quantitative	

because	researchers	do	not	need	to	identify	variables,	operationalize	research	

terms,	propose	hypotheses	and	carry	out	any	form	of	experiment.	Moreover,	

data	measurement	in	this	method	is	also	easy	and	does	not	require	replication	of	

findings.	Qualitative	researchers	use	their	expertise	to	present	research	

questions,	find	meaning	and	ways	to	tell	stories	about	information	and	

experiences	in	historical,	cultural,	economic	and	political	contexts.	All	of	these	

research	methods	are	integrated	with	the	most	sophisticated	social	practice	to	

ensure	that	the	findings	are	truly	holistic.		

	

The	presentation	of	data	in	a	study	using	qualitative	methods	is	often	regarded	

as	a	narrative	and	a	linear	presentation	and	requires	a	new	form	of	

representation.	Consequently,	a	review	by	Bekker	and	Clark	(2018)	proposes	a	

new,	more	accessible	and	creative	mechanism	of	qualitative	research	data	

presentation.	Scholarly	conversation	and	authorial	identity	are	the	two	elements	

that	must	be	present	for	every	researcher	who	uses	this	method	when	

presenting	the	data	either	in	writing	or	verbally.	Bekker	and	Clark’s	proposal	is	

an	alternative	to	the	five	facets	of	the	genre	used	when	presenting	research	data	

introduced	by	Frow	(2006).	They	are	regular	features,	thematic	structure,	a	

situation	of	address,	rhetorical	function	and	also	the	physical	setting.	These	five	
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forms	of	data	presentation	are	techniques	commonly	used	by	researchers	who	

are	more	formal,	but	who	may	lack	clarity,	or	may	be	too	general	and	less	

assisted	by	visual	aids	or	diagrams.	Therefore,	the	data	in	this	study	will	be	

presented	in	a	discourse	style	to	give	diversity	to	the	form,	function	and	

rhetorical	structure	as	one	of	the	forms	of	the	proposed	scholarly	conversation.	

	

The	next	section	will	discuss	the	case	study	as	the	primary	framework	for	this	

research	while	the	following	section	will	discuss	the	textual	analysis	techniques,	

interviews	and	focus	group	discussions.	

	

3.3	Case	Study	

According	to	VanWynsberghe	and	Khan	(2007),	over	the	last	three	decades,	

more	than	25	different	concepts	and	definitions	of	case	studies	have	been	

proposed.	Definitions	of	case	studies	have	emphasised	three	aspects:	technical,	

naturalistic	and	systematic.	Focusing	on	the	technical	aspects,	Eckstein	(2002)	

defines	the	case	study	as	a	phenomenon	that	focuses	on	the	object	of	interest	and	

relevant	variables.	The	definition	proposed	by	Yin	(2003)	is	more	naturalistic,	

where	a	case	study	invites	the	researcher	to	engage	with	ethnographic	work	

which	in	turn	will	reflect	the	event	or	concept.	Creswell	(2002)	describes	

systematic	characterization,	seeing	the	system	as	a	case	and	researchers	

selecting	an	activity	or	process	within	this	system	to	illuminate	it.	The	diversity	

of	these	definitions	not	only	has	led	to	a	debate	on	the	definition	but	also	has	

implications	for	the	case	study	as	a	method,	strategy,	research	design	or	

methodology.	VanWynsberghe	and	Khan	(2007)	argues	that	a	case	study	is	not	

even	a	method,	research	design	or	a	methodology.	They	argue	that	case	studies	

are	a	transparent	and	transdisciplinary	heuristic	involving	the	delineation	of	

phenomena	where	evidence	is	collected.	The	proof	emerges	through	events,	

concepts,	programs,	processes	and	so	forth.	

	

Although	methodologists	have	no	consensus	on	the	design,	definition	and	

implementation	of	case	studies,	they	can	still	act	as	one	of	the	methods	in	

qualitative	research.	Ebneyamini	and	Moghadam	(2018)	conducted	a	

comprehensive	analysis	of	the	difference	in	meaning,	perspective	and	emphasis	
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among	researchers	using	this	method	from	1970	and	found	there	had	been	a	

revolution	in	the	use	of	case	study	as	a	research	method.	Gummesson	(1988)	

states	that	the	most	critical	advantage	of	the	case	study	is	that	there	is	capacity	

to	evaluate	a	social	process	more	holistically	through	profound	observation.	This	

statement	means	that	a	researcher	needs	to	observe	the	similarities	and	

differences	in	the	cases	studied.	This	involves	in-depth	consideration	of	the	

nature	of	the	case,	background	and	physical	setting.	Thus,	Stake	(1995)	

concludes	that	case	study	exploration	incorporates	the	four	essential	features	of	

qualitative	research:	holistic,	empirical,	interpretive	and	also	emphatic.	

	

Although	there	are	differences	in	views	and	opinions,	case	studies	need	to	have	a	

‘case’	which	is	the	object	of	the	study.	Case	study	as	a	method	allows	researchers	

to	assess	any	data	through	a	more	specific	context.	Case	study	as	a	method	also	

requires	a	technique,	procedure	and	also	a	data	collection	process.	Research	

techniques	involved	in	this	method	include	interviews,	participant	observations	

and	document	analysis	(Merriam,	1998).	Hence,	the	‘case’	in	this	study	is	the	use	

of	DVFx	technology	in	the	film	industry.	The	use	of	a	case	study	in	this	research	

also	involves	comparison	between	countries,	in	particular	the	viewpoints	of	

participants	from	different	countries,	using	a	diversity	of	existing	resources.	The	

DVFx	case	study	also	allows	the	observation	of	similarities	and	differences,	as	

stated	by	Gummesson	(1988),	because	the	countries	selected	as	the	subjects	of	

this	study	have	different	capabilities	within	their	national	cinema	industries.	For	

that	reason,	the	next	section	will	discuss	the	use	of	comparative	case	studies	in	

film	studies.		

	

3.3.1	Comparative	Case	Study	in	Film	Studies	

A	comparative	case	study	is	a	method	that	is	commonly	adopted	in	film	studies.	

Research	from	a	transnational	perspective	is	considered	another	corpus	of	

research	in	contemporary	global	film	studies.	According	to	Zhang	(2006),	

comparative	case	studies	initially	developed	to	make	a	‘unique’	contribution	to	

the	general	national	literature.	This	mission	requires	transnational	research	and	

multilingual	facility.	Transnationalism	is	used	in	the	literature	to	examine	
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similarities	in	human	values,	aesthetic	and	aspirations,	universal	themes,	

motives,	genres,	modes,	patterns	and	movements.	

	

Paul	Willemen	(2013)	proposed	the	concept	of	a	comparative	film	study	as	an	

immanent	critique	in	the	field	of	film	studies.	To	achieve	the	original	goal	of	the	

comparative	study	method,	Willemen	(2013)	proposed	the	concept	of	alterity	

and	advocates	for	understanding	creativity	as	a	process	of	multiple	unification.	

According	to	Willemen,	a	comparative	study	is	not	merely	about	incorporating	

the	‘dialogue’	with	any	cultural	product	but	more	about	how	to	understand	the	

other’s	cultural	practices,	and	at	the	same	time,	to	rethink	one’s	own	culture.	

Comparative	film	studies	demand	the	investigation	of	various	branches	of	

knowledge.	For	example,	in	the	communication	and	articulation	study	areas,	

comparative	analysis	specifically	involves	interconnectivity	between	media	and	

technology,	while	in	the	area	of	aesthetics,	it	exposes	the	structure	and	function	

of	narrativity	in	storytelling	and	audio-visuality.		

	

Thus,	there	are	many	comparison	aspects	in	film	studies	such	as	aesthetics,	

technology	and	creativity.	According	to	Yoshimoto	(2013),	what	Willemen	meant	

by	comparative	film	study	is	not	a	mechanical	examination	which	compares	the	

tradition	of	the	political	film	from	one	country	to	another;	instead,	the	essential	

aspect	in	this	study	is	to	analyse	the	issue	using	a	specific	method	and	to	make	it	

initially	significant.	Comparative	film	study	was	trying	to	re-conceptualize	the	

fundamentals	concerned	with	the	history	of	cinema	with	a	focus	on	the	universal	

equation	types	or	universalism	that	is	shared	in	all	films	irrespective	of	the	

country	of	origin.	According	to	Willemen	(2013),	universalism	allows	

researchers	to	make	that	‘comparison’	and	universalism	is	inconsistent	with	the	

concept	of	capitalism,	which	is	the	process	that	determines	every	cinema	

manifestation	through	the	world.		

	

From	another	point	of	view,	a	comparative	film	study	also	indirectly	reveals	any	

form	of	limitation	in	the	‘Euro-American’	cinema	model,	which	has	been	the	

underlying	model	of	the	film	study	paradigm.	This	is	because	Western	or	Eastern	

film	scholars	do	not	have	equal	ability	to	share	their	expertise	and	wisdom	and,	
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more	importantly,	their	intellectual	thought	also	varies	according	to	their	

perspective	and	academic	interest.	Thus,	that	inequality	causes	a	differentiation	

of	understanding	of	the	context	and	a	misperception	of	interpretation.	It	is	

important	to	note	that	global	scholarship	in	the	area	of	film	studies	cannot	be	

arbitrarily	divided	into	two	schools	of	thought:	the	hegemonic	centre,	where	the	

film	is	defined	as	a	real	and	legitimate	subject	of	a	field	of	discipline,	and	the	

periphery	where	the	film	is	not	considered	a	valid	object	in	its	discipline	

(Yoshimoto,	2013).	As	a	result,	a	comparative	film	study	is	a	form	that	is	

complementary	to	the	discipline	of	film	studies	and	not	an	alternative	discipline,	

and	even	serves	as	a	shortcut	to	reach	a	better	cinematic	model	(Willemen,	

2013).		

	

According	to	Zhang	(2006),	the	framework	of	a	comparative	film	study	is	

different	from	comparative	literature	studies	in	three	important	ways.	Firstly,	

comparative	film	study	must	move	beyond	the	nation-state	model,	mainly	

involving	an	implied	national	and	cultural	hierarchy,	for	example,	seeing	

Western	culture	as	completely	contrary	to	other	cultures,	especially	those	of	

Asian	countries.	Secondly,	it	is	necessary	to	avoid	elitism	in	comparative	studies,	

and	finally,	the	term	‘comparative’	should	be	relaxed	to	include	not	only	common	

effect	factors	but	even	the	relevant	inherent	cross-discipline	connections	such	as	

media	and	technology.		

	

This	study	included	three	phases:	textual	analysis,	in-depth	interviews	and	focus	

group	discussions	to	understand	the	creative	process	in	film	production.	All	

these	stages	were	essential	and	interrelated	as	the	process	of	producing	a	film	is	

a	holistic	process	and	requires	attention	in	various	aspects	such	as	planning,	

narrative	process,	technical	process	and	marketing,	as	described	by	Miller	

(2010):	

	

That	meant	in	turn	engaging	the	labor	process	of	making	meaning,	the	
material	relations	that	represent	a	cultural	text’s	life	through	script	
development,	pre-production,	production,	post-production,	marketing,	
distribution,	exhibition,	and	reception.	(p.110)	
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This	explanation	means	that,	to	assess	the	connections	in	overall	creative	film	

production,	a	thorough	analysis	should	be	conducted	of	all	aspects	in	order	to	

ensure	valid	findings.	Miller	(2010)	has	proposed	an	alternative	form	of	study	to	

mainstream	movies	theory	from	a	political	economy	and	media	anthropology	

point	of	view	through	analytical	textual	methods.	This	joint	point	of	view	

(political	economy	and	media	anthropology)	can	also	contribute	to	the	

understanding	of	transnational	typology	as	suggested	by	Hjort	(2010)	through	

the	concept	of	co-production.		

	

Miller	(2010)	states	that	there	are	two	forms	of	impact	on	the	predominant	

theory:	the	impact	on	cinema	text	and	on	the	audience.	Hence,	the	first	stage	of	

this	study	analysed	films	that	use	digital	visual	effects	(DVFx)	while	the	second	

and	third	stages	of	this	study	focused	on	industry	players,	practitioners	and	

audiences.	Miller	(2010)	said	that	to	understand	the	text	researchers	should	also	

try	to	figure	out	whether	ideological	criticism	or	apolitical	formalism	deploys	a	

hermeneutics	of	suspicion	via	counter-indicative	interpretation.	By	using	textual	

analysis,	methods	have	also	systematically	given	meaning	to	the	developed	

pattern	across	texts	and	genres.	This	phase	is	also	critical	because	the	textual	

analysis	method	is	the	best	method	for	evaluating	communication	and	media	

content	rather	than	theory	(Hansen	&	Machin,	2013).	

	

Yoshimoto	(2013)	argues	that	to	understand	the	production,	distribution	and	

reception	of	the	film,	the	researcher	should	not	discuss	it	without	reference	to	

and	discourse	from	the	stakeholders,	industry	players	and	academics	who	

contributed	to	the	development	of	the	global	film	industry.	Therefore,	based	on	

this	rationale,	this	study	also	explored	industry	practitioners’	and	academics’	

points	of	view.	O’Neill	(2013)	stated	that	the	idea	of	‘public	culture’	can	be	

understood	as	a	film	that	creates	meaning,	but	in	the	context	of	global	political,	

economic	and	social	institutions,	we	can	think	about	it	as	a	film’s	social	theory.	

Through	the	analysis	of	style	and	film	narrative	we	can	dismantle	ideologies	that	

obscure	cultural	and	political	realities.		
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Willemen	(2005)	argues	that	a	compromise	form	of	narrative	cinema	that	is	

produced	locally	with	the	formal	aspects	of	the	Hollywood	model	is	not	stable.	

Many	of	these	films	have	yielded	a	profit	in	the	domestic	market.	The	films	are	

probably	best	described	as	cinema	products	where	most	of	the	socio-cultural	

American	dimensions	have	been	stripped	away.	The	evaluation	framework	

should	not	be	the	same	for	local	and	Hollywood	films.	For	example,	the	narrative	

in	Indian	or	Chinese	cinema	is	not	as	straightforward	as	in	Hollywood	films	and	

cannot	be	measured	through	a	framework	used	by	Hollywood	cinema.	They	need	

to	be	evaluated	according	to	local	values	in	the	same	way	as	the	world	sees	

Hollywood	on	its	own	terms.		

	

Yet,	what	is	driving	both	Western	and	non-Western	narrative	cinema	is	the	same	

dynamic	form	of	capitalism.	Capitalism	re-formats	social	relations.	However,	

when	these	social	relations	are	re-formatted	differently	from	one	country	to	

another	and	from	another	religion	to	another	religion,	then	it	becomes	necessary	

to	form	a	unique	culture	fuelled	by	the	industrial	culture.	This	difference	is	

programmed	based	on	local	history	and	is	not	merely	generated	by	the	

similarities	in	socio-economic	dynamics	or	imitation	consciousness.	Such	

cultural	production	conceptualization	subsequently	paves	the	way	to	address	

cinematic	narration	in	a	comparative	study	framework.	How	does	the	clash	with	

capitalism	generate	a	specific	form	of	culture	in	some	geographical	areas?	These	

issues	need	to	be	examined	in	the	light	of	how	and	through	which	social	sector	it	

comes.	When	I	inquired	into	the	issue	of	comparative	studies	that	relate	to	

cinema,	some	concepts	in	the	area	suggested	it	was	an	appropriate	research	

field.	This	issue	also	pioneered	the	investigation	of	how	and	why	that	particular	

form	of	cinema	(whether	its	expression	or	content)	has	been	produced	at	certain	

times	with	more	or	less	state	control	over	film	production	zones	(Willemen,	

2005).		

	

3.4	Research	Design	and	Stages		

Each	qualitative	research	study	will	start	with	a	selection	of	ideas	that	will	shape	

the	research	design.	A	chosen	idea	is	a	reflection	of	the	favourite	subject	or	the	

priority	of	a	particular	researcher.	Creswell	(1998)	states	that	qualitative	
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research	should	begin	with	a	‘purpose	statement’,	which	in	a	simple	

understanding	is	a	common	problem.	Qualitative	research	often	begins	with	a	

specific	statement	that	can	guide	the	hypothesis	to	be	empirically	analysed	with	

data	collection,	analysis	and	interpretations.	In	this	research	project,	I	chose	to	

study	the	use	of	DVFx	technology	in	films	that	have	been	acknowledged	in	the	

Malaysian,	Indian	and	Australian	creative	industries.	Hence,	the	topic	of	visual	

effects	technology	is	not	the	main	emphasized	topic	but	has	been	specified	as	

part	of	the	question	of	how	DVFx	are	capable	of	delineating	the	elements	of	

visual	and	narrative	creativity	in	the	film	produced.	Therefore,	the	purpose	

statement	in	the	framework	of	this	study	will	determine	the	priorities	of	this	

study	such	as	crucial	factors,	key	variables	and	links	between	the	use	of	DVFx	

technology	and	creative	visual	presentation	and	narrative	enhancement.	

	

The	research	design	framework	developed	in	this	study	was	holistic	and	

proceeded	in	stages,	starting	with	DVFx	usage	trends,	then	practice	among	

professionals	and	subsequently	acceptance	among	audiences.	Textual	analysis	

were	used	to	see	how	DVFx	technology	has	been	used	and	adapted	in	the	

creative	film	industry	of	each	case	study	country.	Interviews	were	conducted	to	

assess	the	extent	to	which	DVFx	use	among	professionals	and	industry	players	

contributes	to	techno-creativity.	Also,	the	interviews	were	conducted	to	compare	

the	function	of	DVFx	as	a	tool	in	the	storytelling	and	narrative	of	a	film.	The	final	

phase	using	focus	group	discussions	enabled	analysis	of	the	response,	taste	and	

acceptance	of	audiences	especially	moviegoers	towards	the	spectacular	in	movie	

viewing.	

	

3.4.1	Textual	Analysis	

This	comparative	study	is	also	affiliated	with	the	study	of	textual	analysis	and	

the	semiotics	research	area.	Historically,	textual-based	study	began	with	the	

study	of	signs,	symbols	and	icons.	Peirce	(1860)	identified	three	different	types	

of	sign:	index,	icon	and	symbol.	Thus,	three	forms	of	sign	identification	are	used	

in	a	study	of	textual	analysis	where	the	sign	is	part	of	the	process	of	

representation	(through	reading	against	the	iconic	and	symbolic	dimensions).	
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The	same	thing	applies	to	film	study.	The	first	theoretical	domain	is	introduced	

through	textual	analysis.	Images	in	the	film	can	be	identified	through	the	

relationship	between	the	indexes,	icons	and	symbols	that	form	particular	scenes	

or	images	in	the	film.	The	second	theoretical	domain	was	introduced	by	Christian	

Metz	(1974)	through	the	upgrading	of	the	matter,	substance	and	form	of	both	

expression	and	content,	which	leads	to	six	dimensions,	including	cultural	

aspects.	Film	expression	is	very	complex	and	exists	in	different	forms.	For	

example,	music,	dialogue,	linguistic	structure,	noise	patterns	and	so	on	that	drive	

the	text	have	also	changed	significantly.	The	indexical	dimension	of	a	narrative	

cinematic	expression	is	determined	by	the	technological	advances	involved	in	

filmmaking.	In	this	case,	this	includes	identification	of	the	lens,	camera	and	film	

type,	lighting,	studio	facilities,	editing	and	printing	techniques,	colour	grading	

and	special	effects	combined	with	the	index	of	specific	industrial	production	or	

organization.	

	

The	first	phase	in	this	study	used	textual	analysis	to	assess	in	detail	the	use	of	

DVFx	in	selected	movies	in	each	country	as	the	basis	of	the	answer	to	the	first	

research	aim	of	this	study.	The	meaning	of	‘text’	in	qualitative	methods	can	be	

interpreted	widely,	from	a	printed	document,	written	text	to	a	message	in	an	

email	or	even	from	a	smartphone.	Brennen	(2013)	argues	that,	in	textual	

analysis,	researchers	see	‘text’	as	a	cultural	artefact	or	material	documentary	

evidence.	In	other	words,	the	text	is	something	that	can	bring	about	or	shape	

meaning	through	various	media.	For	example,	books,	films,	newspapers,	

magazines	and	music	are	types	of	texts	that	can	be	interpreted	for	meaning	in	

qualitative	research	because	the	text	has	established	many	relationships	

between	media,	culture	and	society.	

	

The	textual	analysis	of	movies	involves	the	analysis	of	the	body	of	film	text	in	

order	to	generate	knowledge	on	production	practice	and	representation.	Brylla	

(2018)	refers	to	textual	analysis	as	an	instrument	that	should	reduce	its	

approach	to	the	aspect	of	analysis	but	instead	focuses	on	synthesis.	Through	this	

process,	filmmakers	or	researchers	can	use	the	knowledge	generated	from	

empirical	studies	to	guide	them	through	the	deliberate	synthesis	of	narrative	and	
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aesthetic	elements.	Additionally,	data	obtained	from	this	technique	also	provides	

space	for	filmmakers	to	understand	the	audience,	especially	the	aspects	of	

stereotypes	and	clichéd	representations.	The	impact	of	textual	strategies	on	

audiences	will	help	them	understand	and	communicate	comprehensively	about	

the	ideas	presented	in	a	movie.	

	

The	narrative	form	of	the	movie	is	among	the	aspects	of	comparative	assessment	

involved	in	this	phase.	Considering	DVFx	in	national	cinema	as	a	whole	subject,	

the	aim	of	the	textual	analysis	in	this	study	was	not	just	to	evaluate	the	text	

media	itself,	but	also	to	examine	the	use	of	techniques	that	reinforce	the	creative	

process	that	forms	that	text	media.	The	analysis	of	films	using	DVFx	was	not	

intended	to	be	a	study	of	global	semiotics	and	narratology	but	to	find	out	how	

creative	processes	are	used	to	form	that	text	media	(film).	This	method	also	

takes	seriously	the	claims	and	skills	of	creative	people	and	helps	us	to	

distinguish	the	different	logics	of	the	DVFx	industries	in	each	national	cinema.		

	

However,	this	technique	is	subject	to	error,	mainly	when	relational	analysis	is	

used	to	obtain	a	higher	level	of	interpretation.	Also,	movies	or	scenes	that	use	

DVFx	are	difficult	to	code	or	interpret	and	consequently	the	analysis	is	more	

descriptive	and	causal.	Therefore,	data	obtained	through	this	technique	requires	

support	from	other	techniques.	According	to	Berelson	(1952),	the	main	objective	

of	textual	analysis	of	film	is	to	make	an	inference	to	producers	and	audience	of	

the	content.	However,	Neuendorf	(2002)	stated	that	this	inference	process	

requires	an	integrated	approach	and	should	be	assisted	by	other	studies	such	as	

audience	research	(see	also	Macnamara,	2005).	

	

Therefore,	the	findings	of	the	textual	analysis	in	this	study	are	presented	and	

discussed	in	detail	in	the	fourth	chapter	of	this	thesis.	The	characterization,	

analysis	and	comparison	of	DVFx	in	selected	films	from	Malaysia,	India	and	

Australia	is	also	described	more	deeply	in	the	chapter.	
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3.4.2	Interviews	

The	second	phase	of	this	research	used	in-depth	interview	methods	with	film	

industry	players,	academics	and	stakeholders.	The	purpose	of	the	interviews	in	

this	study	is	to	explore	the	more	in-depth	viewpoints	of	informants,	and	their	

experiences	and	perspectives	on	DVFx	as	a	techno-creativity	and	narrative-

enhancement	element	in	storytelling	and	visual	presentation.	Hence,	

interviewing	is	the	best	method	to	achieve	the	goal	of	this	study.	

	

In-depth	interviews	come	in	many	forms	and	formats.	Nevertheless,	this	method	

has	distinctive	features.	One	feature	is	that	the	researcher	has	the	responsibility	

to	steer	the	direction	of	the	interview	as	it	requires	his	or	her	expertise	to	

control	the	informant.	Warren	and	Karner	(2015)	described	this	as	a	social	

interaction	between	researchers	and	informants,	also	known	as	ethnographic	

immersion.	Besides,	when	a	researcher	wants	to	know	how	people	interact	in	

social	settings,	in-depth	interviews	are	the	best	method.	Usually,	in-depth	

interviews	take	40	minutes	or	more	depending	on	the	expected	results.	Berger	

(2000)	lists	four	structural	forms	of	in-depth	interviews:	informal	interviews,	

unstructured	interviews,	semi-structured	interviews	and	structured	interviews.	

	

Informal	interviews	are	casual	interview	sessions	aimed	at	closing	the	gap	

between	interviewers	and	informants.	Typically,	this	informal	interview	does	

not	set	an	agenda	and	helps	the	interviewer	to	inform	the	informant	better.	

Unstructured	interviews	also	have	an	agenda	focused	on	the	data	needed	from	

the	informants.	However,	in	this	interview	structure,	researchers	can	still	use	

informal	and	relaxed	interview	sessions	as	a	control	element	in	the	interview	

process.	Both	semi-structured	and	structured	interviews	more	detailed	than	

other	structures.	In	both	forms	of	interview,	the	researcher	has	prepared	a	list	of	

questions,	and	the	main	motives	of	the	interview	are	to	obtain	specific	

information	that	has	been	planned	from	the	beginning.	The	difference	is	that	

semi-structured	interviews	will	only	include	natural	elements	during	the	

interview	process.	Researchers	or	interviewers	are	also	free	to	explore	other	

aspects	of	the	study	if	new	needs	and	information	arise	during	the	interview	

process.	
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Bechhofer	and	Paterson	(2000)	stated	that	there	are	four	types	of	interviews	in	

the	field	of	social	science:	focus	interview,	non-directive	interview,	group	

interview	and	multiple	interviewers.	Bechhofer	and	Paterson’s	categorization	is	

almost	identical	to	the	types	of	interview	structures	introduced	by	Berger	

(2000).	However,	it	is	essential	for	a	researcher	to	understand	these	types	of	

interview	as	each	will	provide	different	data	patterns.	The	focused	interview	is	a	

technique	used	by	researchers	to	interview	informants	about	a	situation	or	

phenomenon	that	involves	the	knowledge	and	expertise	of	the	informants.	This	

type	of	interview	also	requires	an	interviewer	to	know	about	the	issue	through	

the	collection	of	information	from	legitimate	sources	such	as	print	and	electronic	

media	before	meeting	the	informant.	The	interviewer	is	prepared	with	

structured	information	and	ensures	that	the	information	obtained	throughout	

the	process	is	focused	and	relevant	to	the	situation	or	issue.	

	

The	non-directive	interview	is	also	known	as	a	reflective	interview.	This	type	of	

interview	is	highly	relevant	in	the	field	of	social	science	involving	clinical	

situations,	but	it	can	still	be	used	as	a	tool	in	structured	interviews.	Through	this	

technique,	researchers	do	not	submit	questions	to	informants	but	merely	reflect	

back	the	ideas	and	statements	generated	by	the	informants.	This	is	because	the	

informants	are	encouraged	to	develop	meaningful	themes	in	any	way,	but	they	

must	coincide	with	the	topics	that	the	researchers	need.	These	types	of	

interviews	are	also	ideally	suited	for	specific	topics	that	are	heavy	and	serious,	

but	researchers	should	have	professional	expert	support	as	a	reference	control	

element	and	systematic	comparison.	

	

The	third	type	of	interview	is	group	interviewing,	better	known	as	focus	group	

discussions.	In	this	kind	of	interview,	there	is	more	than	one	informant	during	

the	interview	session.	Usually,	this	group	interview	is	conducted	to	understand	

social	situations.	From	economic	aspects,	these	kinds	of	interviews	are	cost-

effective	and	not	time-consuming,	but	there	are	some	difficulties	in	the	process	

of	assembling	respondents	on	the	same	date,	time	and	location.	Focus	group	

discussions	were	the	basis	of	the	third	phase	of	this	study,	which	will	be	

discussed	further	in	the	next	section	of	this	thesis.	The	fourth	type	of	interview	is	
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multiple	interviewers.	This	type	of	interview	is	the	opposite	of	the	focus	group	

discussion,	as	there	is	more	than	one	interviewer	with	one	informant.	This	kind	

of	interview	is	not	practical	in	terms	of	cost	compared	to	group	interviews.	

However,	this	kind	of	interview	will	provide	quality	control	and	comparison	

elements,	as	this	kind	of	interview	will	provide	an	opportunity	for	one	of	the	

interviewers	to	focus	on	the	input	given	by	the	informant.	

	

The	main	advantage	of	using	the	interview	method	in	this	DVFx	industry	study	

was	it	provided	additional	knowledge	and	experience	and	enabled	the	

researcher	to	learn	about	real	practical	situations	and	processes	in	those	three	

DVFx	industries.	This	method	allowed	me	to	assess	the	commonalities	and	

differences	in	each	country,	as	each	selected	informant	has	an	extensive	

background	in	national	and	transnational	cinema	production.	This	was	beneficial	

in	this	study	since	there	was	a	higher	quality	of	sampling	and	a	larger	amount	of	

data	than	could	have	been	gained	from	some	other	data	collection	methods.	The	

main	disadvantage	was	the	difficulty	of	recruiting	the	informants	considering	

that	most	of	them	were	professionals	in	the	industry	and	had	time	constraints	

and	packed	schedules.	This	will	be	further	discussed	in	the	sample	selection	

section	of	the	chapter.	

	

3.4.3	Focus	Group	Discussions	

The	final	phase	in	this	study	used	focus	group	discussions	to	understand	

moviegoers’	experience	of	watching	films	that	use	DVFx	elements.	Focus	group	

discussion	techniques	are	a	useful	technique	for	assessing	social	interaction,	

social	negotiation	as	well	as	the	construction	of	social	norms	(Bloor,	Frankland,	

Thomas,	&	Robson,	2001).	According	to	Kristiansen	and	Gronkjaer	(2018)	the	

rationale	for	using	this	technique	is	the	knowledge	generated	through	the	

diversity	of	experiences	and	knowledge	of,	and	interaction	between,	

participants.	This	means	that	the	interaction	among	the	respondents	in	a	focus	

group	discussion	can	show	their	perceptions,	attitudes,	thoughts	and	

understanding	of	the	phenomenon	studied.	Also,	through	this	technique,	

researchers	can	explore	norms,	subcultures	and	cultural	values	among	the	
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respondents.	This	was	relevant	to	this	study	as	it	involved	three	very	different	

cultures	and	ways	of	life.	

	

Morgan	(2010)	thinks	that	this	technique	also	provides	a	collaborative	research	

environment	where	respondents	are	free	to	raise	and	discuss	topics	that	are	

focused	on	and	closer	to	their	lives	or	experiences.	This	will	indirectly	provide	

rich	and	varied	data	as	well	as	transparency,	as	stakeholders	do	not	influence	the	

respondents.	A	study	conducted	by	Levendusky,	Druckman	and	McLain	(2016)	

on	partisan	politics	shows	that	focus	group	discussions	help	to	strengthen	

attitudes	among	participants.	According	to	them,	this	technique	will	generate	a	

democratic	‘good’	among	the	partisans	involved	in	discussing	political	matters.	

However,	there	is	still	a	lack	of	recommendations	and	scholarly	guidelines	on	

how	to	utilize	the	interaction	in	a	more	systematic	and	nuanced	way	to	achieve	

research	objectives	and	goals	(Kristiansen	&	Gronkjaer,	2018).	This	is	because	of	

the	differences	in	social	constructivist	methodological	approaches	that	can	assist	

in	obtaining	data	from	the	social	interactions	of	the	respondents.	

	

Just	like	in-depth	interviews,	focus	group	discussions	cannot	escape	the	question	

of	adequate	sample	size	in	a	study.	According	to	Guest,	Namey	and	McKenna	

(2017),	17	years	after	this	technique	was	introduced	as	a	research	methodology,	

researchers	still	rely	on	rules	of	thumb	and	personal	assessment	to	determine	

how	many	groups	are	sufficient	in	specific	research	studies.	They	analysed	62	

books	and	several	research	journals	and	found	suitable	size	recommendations	

for	focus	group	discussion	ranging	from	2	to	40	groups.	The	most	common	

guidelines	given	by	previous	scholars	such	as	Barbour	(2007),	Carey	(1995),	and	

Krueger	and	Casey	(2015)	state	that	at	least	two	focus	groups	for	each	defining	

demographic	characteristic	are	required	to	carry	out	this	technique.	However,	

Guest,	Namey	and	McKenna’s	suggestions	are	not	supported	by	any	empirical	

data.	

	

The	procedures	for	carrying	out	this	technique	should	be	done	systematically	to	

ensure	that	the	data	obtained	is	outstanding	in	quality	and	rich	in	information.	

Therefore,	Weerakkody	(2015)	recommends	nine	key	steps	that	should	be	
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emphasized	by	researchers	before	starting	a	focus	group	discussion.	First,	the	

researcher	needs	to	know	the	problem	of	the	study	to	be	explored	with	this	

technique.	In	this	study,	a	focus	group	discussion	was	selected	to	analyse	

audiences’	changing	tastes	generated	by	DVFx	spectacular	elements.	The	second	

and	third	steps	are	the	selection	of	samples	as	well	as	the	recruitment	of	

respondents.	This	study	targeted	teenage	moviegoers	who	were	interested	in	

participating	in	this	discussion	through	posts	in	social	media	and	by	email.	

Fourth,	researchers	need	to	choose	an	appropriate	location	that	is	convenient	for	

all	respondents.	After	all	the	respondents	agree	on	the	date,	time	and	location,	

the	fifth	and	sixth	steps	focus	on	the	understanding	of	the	researcher	as	a	

moderator	and	at	the	same	time	also	a	researcher.	Being	a	moderator	requires	

an	approachable	personality,	while	also	intelligently	controlling	the	situation	as	

a	more	sophisticated	researcher.	In	the	seventh	step,	researchers	should	prepare	

materials	for	each	group	such	as	a	consent	form	and	refreshments.	After	

completing	the	interview	process,	step	eight	is	the	process	of	data	analysis	while	

the	last	step	is	the	process	of	preparing	the	interview	report.	Therefore,	all	these	

steps	need	to	be	followed	to	obtain	data	that	is	truly	capable	of	reflecting	the	

actual	social	behaviour	of	the	respondents.	

	

The	main	advantage	of	using	this	method	in	this	research	was	that	the	data	

obtained	was	conservative	because	teenage	moviegoers	were	chosen	as	

respondents	and	they	have	a	close	relationship	with	technology.	By	looking	at	

movies	that	use	DVFx	as	a	‘product’,	this	method	could	be	used	to	measure	the	

reaction	of	the	audience	and	obtain	immediate	ideas	from	the	respondents.	This	

was	effective	because	the	topics	discussed	were	close	to	their	lifestyle	and	social	

environment.	A	weakness	was	that	this	study	used	a	small	sample	size	which	

means	the	group	might	not	represent	the	larger	populations	of	moviegoers	in	

each	country.	However,	the	research	data	from	this	method	was	used	as	a	

support	for	the	textual	analysis	and	in-depth	interviews.	

	

3.5	Sampling	

Sampling	is	an	important	step	in	methodology	to	determine	the	richness	of	the	

data	and	the	types	of	information	that	will	be	available	from	both	informants	and	
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respondents.	Morse	(2011)	states	that	samples	are	classified	according	to	how	

participants	have	been	chosen	from	the	population.	This	selection	process	

involves	specific	procedures	and	criteria	to	ensure	that	the	findings	are	of	high	

quality.	This	procedure	is	essential	because,	in	qualitative	research,	sampling	is	a	

continuous	process	throughout	the	research	and	thus	establishes	a	link	between	

data	collection	and	analysis.	Sampling	is	the	process	of	finding	and	selecting	

informants	or	respondents	in	a	study.	Sample	selection	should	have	a	clear	

rationale	and	fulfil	the	purpose	of	the	study	to	facilitate	the	process	of	

responding	to	the	research	questions.	Generally,	informants	and	respondents	are	

selected	based	on	their	experience	and	knowledge	on	the	topic	of	the	study.	

Cleary,	Horsfall	and	Hayter	(2014)	characterized	five	criteria	of	informant	

selection:	small	numbers,	informants	are	chosen	purposefully,	the	selection	of	

informants	is	based	on	the	theoretical	framework,	selection	is	generally	

sequential	rather	than	pre-determined,	and	the	last	criterion	is	the	selection	of	

informants	based	on	individual	rationality.	

	

These	criteria	mean	that	the	selected	informants	do	not	just	meet	the	

requirements	of	the	research	methodology	but	must	have	characteristics	that	are	

in	line	with	the	conceptual	framework	of	the	study.	A	good	informant	will	

provide	breadth	and	richness	of	data,	focusing	on	and	further	facilitating	the	

researcher	to	describe	the	studied	phenomena.	However,	it	is	frequently	difficult	

to	determine	the	number	of	informants	or	sample	size	that	is	adequate	in	a	

study.	This	problem	can	be	solved	through	reliance	on	‘redundancy’	of	

information	and	also	‘saturation’	(Cleary,	Horsfall,	&	Hayter,	2014).	Redundancy	

refers	to	the	process	of	conducting	a	series	of	interviews	until	all	the	research	

concepts	reviewed	are	repeated	without	creating	a	new	concept	or	theme.	This	

means	that	a	series	of	interviews	(no	matter	how	many)	will	cease	if	there	is	a	

repetition	of	obtained	data	from	different	informants	or	respondents.	For	

example,	if	a	researcher	has	interviewed	ten	informants,	themes	and	concepts	

emerged	from	the	series	of	interviews.	If	the	data	or	information	received	in	the	

11th	interview	session	is	the	same	as	the	previous	interview	series,	the	

subsequent	interview	process	may	be	terminated.	

	



	 89		

Saturation	is	achieved	when	all	questions	have	been	thoroughly	explored	in	

detail,	and	no	new	concepts	or	themes	appear	in	the	next	series	of	interviews.	

This	means	that	the	sampling	process	can	be	discontinued	if	no	new	information	

is	obtained	when	the	data	is	analysed	or	there	is	no	change	to	the	codebook.	

Guest,	Namey	and	McKenna	(2017)	define	saturation	as	the	primary	method	

used	in	qualitative	research	to	determine	nonprobability	sample	sizes.	However,	

according	to	Charmaz	(2014),	saturation	has	a	disadvantage	as	a	sampling	size	

reference	because	most	research	requires	sample	size	estimation	before	the	

research	begins,	but	saturation	is	only	useful	after	the	data	is	analysed.	

Therefore,	although	redundancy	and	saturation	are	used	as	indicators	of	sample	

size,	researchers	should	carefully	determine	the	size	of	the	sample	to	ensure	a	

balance	between	the	different	criteria	for	subject	selection.	

	

3.5.1	Purposeful	Sampling	

Emmel	(2014)	recommends	the	use	of	purposeful	sampling.	Purposeful	sampling	

is	also	known	as	judgment	or	purposive	sampling	and	is	usually	designed	before	

the	research	begins.	Also,	an	advantage	of	using	this	sampling	method	is	its	

flexibility.	This	type	of	sampling	is	likely	to	be	redesigned	when	the	research	is	in	

progress	according	to	the	suitability	of	the	sample	size	required.	Patton	(2002)	

proposes	16	strategies	that	can	be	used	in	this	sampling	method	but	reduced	

these	to	14	+	1	sampling	strategies	to	be	selected	by	researchers	(refer	to	Figure	

3.1).	The	plus	one	is	a	combination	of	any	of	the	14	strategies	they	have	chosen.	

All	the	strategies	contained	in	purposeful	sampling	are	intended	to	provide	

sufficient	data	and	information	that	best	provides	insight	into	the	research	

question.	However,	six	steps	must	be	taken	by	the	researcher	before	choosing	a	

strategy.	First	of	all,	researchers	need	to	make	judgments	before,	during	and	

after	sampling	on	what	to	sample	and	how	to	use	the	sample.	Secondly,	the	

judgments	should	be	based	on	reference	to	the	phenomenon	of	the	study	

conducted.	Third,	researchers	need	to	have	a	strategy	when	choosing	a	limited	

number	of	cases	based	on	research	progress.	Fourth,	researchers	also	need	to	

know	who	the	target	audience	is	to	ensure	that	the	results	of	the	research	are	

credible	to	the	audience.	Fifth,	all	the	decisions	that	have	been	made	should	be	
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guided	by	legitimate	sources	after	the	first	four	steps	have	been	considered.	

Lastly,	researchers	must	realize	that	there	is	a	logical	difference	between	

qualitative	and	quantitative	strategies.	This	distinction	should	clarify	the	

purpose	of	the	investigation.	

	

Based	on	these	14	+	1	strategies,	I	chose	to	use	snowball	techniques	and	

purposeful	random	sampling	for	my	in-depth	interviews	and	focus	group	

discussions.	According	to	Atkinson	and	Flint	(2011),	snowball	sampling	is	

defined	as	a	technique	used	to	collect	research	informants	through	the	

identification	of	an	initial	subject	who	then	provides	the	names	of	other	

informants.	

	

Table	3.1:	Patton’s	14+1	Strategies	of	Purposeful	Sampling	

	
Number	 Strategy	

1	 Extreme	or	deviant	case	

2	 Intensify	sampling	

3	 Maximum	variation	

4	 Homogeneous	

5	 Typical	case	

6	 Critical	case	

7	 Snowball	

8	 Criterion	

9	 Theory-based/operation	construct	

10	 Confirming	and	disconfirming	

11	 Stratified	purposeful	

12	 Opportunistic	or	emergent	

13	 Purposeful	random	

14	 Sampling	politically	important	cases	

Plus	1	 You	may	mix	any	of	the	14	strategies	to	achieve	a	purposeful	

sampling	strategy	that	meets	your	needs	(Patton,	2002)	

	

	

Through	this	sampling	strategy,	researchers	will	make	initial	contact	with	a	

small	group	of	people	who	are	relevant	to	the	topic	of	research	and	develop	



	 91		

contact	with	others.	According	to	Ahmad	(2013),	this	sampling	strategy	is	also	

often	used	in	situations	where	the	population	is	unknown	or	non-conformist.	

This	coincides	with	the	opinion	put	forth	by	Bryman	(2008)	that	snowball	

sampling	is	the	best	method	when	the	population	is	undetermined.	Emmel	

(2014)	thinks	that	snowball	sampling	is	based	on	divergence	and	convergence.	

In	this	way,	informants	will	propose	other	people	in	their	networks	who	have	

the	potential	to	be	informants	or	respondents.	This	sampling	strategy	will	

potentially	provide	diversity	in	data	sources	and	information.	However,	snowball	

sampling	can	be	applied	to	achieve	two	main	objectives,	firstly	as	an	informal	

method	to	reach	the	target	population	and	secondly	as	a	formal	method	to	reach	

a	population	of	individuals	that	have	been	difficult	to	identify	(Atkinson	&	Flint,	

2011).	Purposeful	random	sampling	was	used	in	this	study	in	addition	to	the	

snowball	sampling	strategy.	Through	this	sampling	strategy,	the	credibility	of	the	

acquired	data	will	be	enhanced	primarily	for	the	audience	of	readers.	

Randomization	implies	a	systematic	collection	of	data	that	is	highly	creditable	to	

the	selected	sample.	

	

3.5.2	The	Sample	Selection	Process	

In	the	second	phase	of	this	study,	in-depth	interviews	were	conducted	with	21	

experts	in	the	film	and	visual	effects	industries	of	the	three	countries.	The	

interview	process	in	this	study	was	challenging	as	it	involved	informants	from	

different	countries	and	different	cultural	backgrounds	who	had	unique	

experiences	in	film	directing	and	DVFx	technology.	Geographical	boundaries	and	

distances	have	opened	up	space	for	researchers	to	integrate	social	media	

technology	or	digital	platforms	in	the	sample	search	process.	Caliandro	and	

Gandini	(2017)	state	that	today’s	digital	environment	has	been	incorporated	into	

the	life	of	social	research.	Researchers	in	the	modern	era	should	adopt	

conventional	techniques	in	the	online	domain.	Digital	tools	and	platforms	

available	online	today	such	as	Google	Scholar,	Dropbox,	Skype,	and	interactive	

websites	and	social	media	can	be	used	as	tools	in	the	methodology	of	social	

sciences	studies.	
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Therefore,	in	this	study,	informants	were	sought	through	the	LinkedIn	

professional	network	application.	LinkedIn	is	a	professional	network	service	that	

provides	profiles	of	professionals	worldwide	and	encompasses	various	fields	of	

work	including	the	DVFx	area.	Through	this	social	media	application	directors,	

producers,	DVFx	supervisors	and	DVFx	artists	were	invited	to	be	informants	in	

this	study	based	on	their	profile	and	experience	in	the	field	of	film	and	DVFx	

technology.	The	informants’	experience	and	work	in	the	film	industry	were	also	

confirmed	through	the	IMDb	website.	The	Internet	Movie	Database	(IMDb)	is	a	

worldwide	online	database	that	provides	information	related	to	movie	ratings,	

production	crews	as	well	as	director	biographies	and	actors	involved	in	films.	

	

Most	of	the	informants	involved	in	this	study	were	DVFx	supervisors,	DVFx	

artists,	producers,	film	directors	or	academics.	After	having	identified	a	potential	

informant,	I	contacted	them	via	email,	and	sent	them	a	participant	information	

form	(PIF)	so	that	they	gained	a	clear	and	bigger	picture	of	the	research	project.	

Further	informants	were	then	found	through	snowball	sampling	based	on	

mutual	connections	in	the	profiles	of	the	initial	informants	and	suggestions	from	

the	informants.	This	process	was	repeated,	as	shown	in	the	diagram	of	the	

process	of	snowball	sampling	for	this	study.	This	process	involved	the	

integration	of	conventional	snowball	methods	as	well	as	digital	platform	

methods.	A	total	of	more	than	75	informants	were	approached	via	LinkedIn,	but	

only	35	informants	expressed	their	interest.	Finally,	out	of	this	amount,	only	21	

informants	gave	consent	to	be	informants.	The	following	diagram	illustrates	how	

the	sampling	process	was	conducted.	

	

In	order	to	ensure	that	the	selected	informants	were	suitably	qualified	and	high	

calibre,	the	informants	in	this	in-depth	interview	process	were	required	to	meet	

the	following	criteria:	

	

i. Informants	must	comprise	either	film	directors,	film	producers,	DVFx	

supervisors,	DVFx	artists	or	academics	in	the	film	area	with	at	least	

three	years	of	experience.	This	experience	factor	is	vital	to	ensure	the	

breadth	and	depth	of	data	and	information	to	be	acquired.	
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ii. Informants	have	been	involved	in	the	production	of	films	using	DVFx	

technology	in	the	film	industry	in	Malaysia,	India	or	Australia.	This	

criterion	means	that	informant	citizenship	is	not	a	significant	factor	

that	would	prevent	them	from	engaging	in	this	study.	

	

iii. Informants	from	the	industry	(directors,	DVFx	supervisors	and	DVFx	

artists)	must	have	been	involved	in	at	least	three	films	using	DVFx	

regardless	of	whether	they	were	local	or	international.	This	factor	is	to	

ensure	that	informants	have	the	right	capability	and	reliable	

experience	in	this	area.	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

All	the	informants	in	this	study	met	these	criteria.	The	interview	process	started	

in	Malaysia	in	June	2017,	followed	by	interviews	in	India	in	August	2017.	An	

interview	session	in	Australia	took	place	in	April	2018	just	after	the	transcribing	

process	for	Malaysia	and	Indian	informants	finished.	Interviews	in	Malaysia	took	

place	around	Kuala	Lumpur	while	interviews	in	India	took	place	around	Mumbai	

Profile	check	via	
LinkedIn	

Profile	check	via	
IMDb	

Send	a	message	to	them	via	LinkedIn	

Send	participant	information	form	via	email	

Find	a	mutual	connection	from	the	informant’s	profile	

Figure	3.1:	Stages	of	Informant	Selection	
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and	informants	in	Australia	were	mostly	based	in	Sydney.	The	informants	were	

asked	open-ended	questions	that	were	provided	before	the	interview.	The	

interview	process	lasted	approximately	30	to	40	minutes,	and	the	interviews	

were	audio	recorded	for	data	documentation	and	transcribing.	Next,	all	the	audio	

recordings	of	the	interviews	were	transcribed	to	facilitate	the	analysis.	

Afterward,	all	the	transcribed	interviews	were	analysed	using	NVivo	11.	Further	

detailed	information	regarding	the	interview	procedure	in	this	study	is	discussed	

in	chapter	five	of	this	thesis.	

	

The	same	procedure	was	also	conducted	for	the	third	phase	of	this	study	which	

involved	focus	group	discussions.	In	more	detail,	respondent	searches	were	

conducted	through	random	and	snowball	sampling	through	printing	posters	and	

social	media	posting	and	focusing	on	students	in	institutions	of	higher	education	

in	Kuala	Lumpur,	Mumbai	and	Perth.	A	total	of	three	focus	groups	were	formed	

involving	17	respondents.	Each	group	consisted	of	five	to	six	respondents.	

Respondents	were	asked	an	open-ended	question,	and	they	were	given	freedom	

to	express	their	views	and	to	either	agree	or	not	with	any	other	respondent’s	

views.	Further	discussion	of	the	focus	group	selection	process	is	found	in	the	

seventh	chapter	of	this	thesis.	The	focus	group	discussion	process	lasted	

between	40	and	50	minutes	and	was	audio	recorded.	Next,	the	recording	of	the	

discussion	was	transcribed	and	analysed	using	NVivo	11.	The	transcribing	

process	of	all	21	deep	interview	recordings	and	three	focus	group	discussion	

recordings	took	almost	nine	months.	

	

3.6	Chapter	Summary	

This	chapter	has	described	the	methodology	and	data	collection	process	that	

occurred	in	this	study.	Qualitative	research	methods	were	selected	involving	

methods	such	as	case	study,	textual	analysis,	interviews	and	focus	group	

discussions.	Generally,	the	data	collection	process	in	this	research	project	

provided	a	valuable	experience	for	me	as	it	was	the	first	time	that	I	had	the	

opportunity	to	travel	to	Mumbai	and	Sydney.	Internet	technology	advances	such	

as	social	media	and	smartphone	apps	like	Uber,	Google	Maps	and	WhatsApp	

have	helped	me	a	lot	in	the	fieldwork	process	especially	in	finding	informants’	
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offices	and	homes.	I	also	learned	about	aspects	of	the	cultures,	and	developed	my	

motivation	and	skills	not	to	give	up	looking	and	creating	networks	among	

experts	in	the	field	of	DVFx	from	Malaysia,	India	and	Australia	whom	I	had	never	

met	face-to-face	before.	Most	of	the	informants	I	met	have	had	work	experience	

with	Hollywood	blockbuster	movies	and	they	were	generous	in	sharing	that	

experience.	Thus,	this	fieldwork	process	gave	me	a	valuable	opportunity	and	

experience	because	I	learned	about	the	quality	and	knowledge	required	to	be	a	

great	researcher.	I	learned	that	the	most	crucial	element	of	being	a	social	

sciences	researcher	is	not	exploring	the	methodology	of	research	but	the	ability	

to	interact,	listen	and	respect	the	opinions	of	informants	and	respondents.	The	

research	method	used	in	this	study	is	also	intended	to	guide	future	research,	so	I	

set	out	to	determine	whether	the	methodology	would	be	relevant	in	upcoming	

DVFx	industry	research.	

	

The	next	chapter	will	discuss	the	findings	of	the	first	phase	in	this	study,	which	is	

the	analysis	of	films	using	DVFx	technology	to	determine	the	trend	of	its	use	in	

the	film	industry.	
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CHAPTER	4	

	

COMPARISON	OF	DVFx	USAGE	TRENDS	
	

4.1	Introduction	

This	chapter	will	address	the	first	objective	of	the	study:	to	investigate	the	usage	

trends	of	DVFx	technology	in	Malaysia,	India	and	Australia’s	film	industries.	

DVFx	are	also	called	creative	support	tools	or	CST.	The	variety	of	CST	forms	used	

in	the	production	of	most	films	has	changed	the	landscape	of	production	and	

post-production	in	Malaysia,	India	and	Australia.	Eleven	films	from	those	

countries	that	have	been	awarded	best	visual	effects	in	local	film	festivals	were	

selected	as	a	sample	to	compare	the	trends	in	DVFx	usage	in	those	countries.	

Images	and	digitally	generated	scenes	were	analysed	and	have	revealed	a	new	

level	of	digital	creativity	in	the	film	industry.	

	

This	comparative	textual	analysis	framework	involves	two	parts,	which	are	

structural	and	iconographic	analysis,	as	suggested	by	Dyer	(2006).	Structural	

analysis	shows	that	DVFx	have	dominated	technology-friendly	genres	such	as	

action	and	sci-fi.	This	finding	supports	statements	by	Wang	(2009),	who	stated	

that	DVFx	are	often	used	in	technology-friendly	genres.	From	the	aspect	of	the	

narrative	impact,	DVFx	have	been	shown	to	be	suitable	for	films	with	a	

fragmented	narrative	structure.	The	trends	analysis	in	this	chapter	also	shows	

that	DVFx	play	a	role	as	a	tool	and	support	for	techno-creativity	and	narrative	

enhancement	in	various	genres	of	films.	This	supports	Prince’s	statement	(as	

cited	in	Whissel,	2014)	that	using	DVFx	in	the	film	narrative	retains	the	

continuity	of	design	structure	and	formal	function	from	the	analogue	era.		

	

Next,	the	iconographic	analysis	is	divided	into	three	categories	based	on	the	

function	of	the	DVFx	usage.	As	Venkatasawmy	(2012)	states,	these	functions	

comprise	the	construction	of	‘fantasy’,	creative	simulation	and	storytelling	

support,	and	visual	enhancement	and	corrections.	This	study	also	found	that	the	
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design	structure	is	the	most	crucial	element	in	a	film.	DVFx	are	used	in	the	

creation	of	fantasy	elements	through	the	creation	of	characters,	settings	and	

props.	DVFx	have	also	been	used	to	reinforce	the	storyline	by	stimulating	

creativity	through	the	creation	of	spectacular	action	scenes.	DVFx	have	also	

acted	as	a	visual	enhancement	tool	through	the	animated	design	of	the	opening	

titles	and	transition	scenes.	Consequently,	the	three	frameworks	and	functions	of	

DVFx	introduced	by	Venkatasawmy	(2012)	have	shown	that	the	use	of	DVFx	in	

the	analysed	films	demonstrates	the	increasing	use	of	DVFx	and	the	quality	of	

use	within	each	country,	especially	in	films	from	Malaysia	which	have	the	

potential	to	develop	further.	

	

Comparison	techniques	of	textual	film	analysis	are	used	in	this	section	to	

facilitate	the	comparison	process.	Therefore,	the	textual	film	analysis	will	begin	

with	an	analysis	of	the	genres	and	narrative	structures	of	the	selected	films	and	

subsequently	move	on	to	other	units	of	analysis.	

	

4.2	The	Revolution	in	DVFx	Functions	

According	to	Dinur	(2017),	the	terms	‘special	effects’	and	‘visual	effects’	are	often	

used	interchangeably	in	the	media	and	among	professionals.	There	is	ambiguity	

about	the	differences	between	special	effects	and	visual	effects,	but	with	the	

revolution	of	technology	nowadays	these	two	terms	are	used	to	explain	different	

production	work.	Special	effects	is	broad	terminology	referring	to	all	types	of	

effects	used	in	film	production.	However,	terms	such	as	visual	effects	and	digital	

visual	effects	have	also	acquired	a	more	specific	usage	as	a	result	of	technological	

revolution	and	digitization.	Thus,	this	section	will	explain	in	detail	the	meaning	

and	examples	of	special	effects,	visual	effects,	and	digital	visual	effects.	

	

4.2.1	Special	Effects	

Special	effects	involve	the	use	of	trickery	or	visual	manipulation	elements	during	

the	cinematography	process	to	create	an	illusion	on	the	screen.	Special	effects	

are	also	used	as	a	way	to	create	what	was	deemed	impossible	in	physical	terms	

or	beyond	the	imagination	of	a	normal	human	being	(Venkatasawmy,	2012).	
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According	to	Ciccone	(2016),	although	there	are	various	categories	and	terms,	

special	effects	are	divided	into	practical	and	digital	effects.		

	

Practical	effects	are	physical	effects	techniques	such	as	creativity	in	make-up,	the	

usage	of	mechanical	effects	such	as	robotics,	and	also	effects	on	the	screen	such	

as	camera	angle	manipulation	and	movement.	In	simple	terms,	the	use	of	these	

practical	effects	requires	people	working	on	real	equipment	such	as	cameras	or	

props.	For	example,	make-up	effects	are	done	by	make-up	artists	to	actors	in	

accordance	with	the	script’s	and	character’s	needs	and	requirements.	According	

to	the	Academy	of	Motion	Pictures	Arts	and	Sciences	(AMPAS),	practical	effects	

are	created	during	the	live	production	shooting	process	using	‘real	world’	

elements	such	as	explosions,	weather	effects	and	stunts.	

	

Meanwhile,	mechanical	effects	refers	to	effects	performed	during	the	live	

production	involving	specialized	creative	techniques	such	as	set	construction	at	

shooting	locations,	the	use	of	robotic	machine-operated	cameras	or	illusional	

lighting	techniques.	Mechanical	effects	can	also	be	physical	effects,	which	refers	

to	effects	created	by	simulations	such	as	explosions,	fire	or	lightning	(Blandford,	

Grant,	&	Hillier,	2001).	

	

4.2.2	Visual	Effects	

Visual	effects	involve	the	use	of	camera	techniques	or	manipulation	of	edits	

during	post-production	processes	such	as	the	use	of	black	and	white	or	colour	

techniques.	Hence	the	ability	to	manipulate	visuals	in	‘special	effects’	is	also	

known	as	‘special	visual	effects’	because	the	ability	to	manipulate	these	visuals	is	

also	conceived	as	a	‘process’	or	‘technique’.	In	other	words,	‘special	visual	effects’	

are	seen	as	a	transformation	tool	for	the	visual	and	they	require	‘special’	

equipment.	Eldin	(2012)	notes	that	visual	effects	in	film	production	are	used	to	

create	special	cinematographic	effects	and	that	the	work	is	accomplished	

photographically	on	film	and	relies	entirely	on	the	operation	of	special	optical	

cameras.	Hence	the	term	‘visual	effects’	is	far	more	straightforward	than	‘special	

visual	effects’.	Eldin	(2012)	also	noted	that	three	conventional	techniques	were	
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used	in	visual	effects	cinematography	before	the	digitization	era,	which	were	

camera	effects,	laboratory	processes	and	combination	techniques.		

	

Camera	effects	means	that	all	components	of	the	final	scene	are	done	using	the	

camera.	There	are	two	types	of	effects	in	this	technique:	basic	effects	and	image	

replacement.	Examples	of	basic	effects	are	changing	the	speed	of	the	video,	

modifying	the	position	or	direction	of	an	object	in	a	scene,	distorting	and	

degrading	images,	optical	transitions,	superimpositions,	and	even	day-for-night	

photography.	Meanwhile,	examples	of	image	replacement	effects	are	split-screen	

photography,	camera	matte	shots,	glass	shots	and	mirror	shots.	Laboratory	

process	techniques	means	techniques	that	use	duplication	of	the	original	

negative	before	the	final	effects	are	generated	such	as	bi-pack	printing,	optical	

printing,	traveling	mattes	and	also	aerial-image	printing.		

	

The	third	technique	is	the	combination	of	camera	effects	and	laboratory	

processes.	Through	this	technique,	some	components	of	the	resulting	image	are	

recorded	directly	on	the	final	composite	film,	while	the	rest	are	generated	

through	duplication	before	the	shooting	process.	Consequently,	these	three	

conventional	techniques	will	determine	the	quality	of	the	produced	scenes	in	

line	with	the	directors’	and	producers’	requirements.	The	creativity	aspect	is	the	

most	crucial	part	that	needs	to	be	there	to	produce	all	these	techniques	as	the	

use	of	conventional	techniques	requires	attentive	research	and	focus.		

	

4.2.3	Digital	Visual	Effects	

Put	simply,	digital	effects	involve	all	the	techniques	generated	by	computer	

technology	and	software.	Computer-generated	imagery	or	CGI	is	an	example	of	

digital	effects	used	in	the	film	industry.	Generally,	digital	effects	are	a	result	of	

technological	advancements	and	digitalization	at	the	end	of	the	20th	century	that	

have	had	an	impact	on	the	concept	of	‘special	effects’	and	‘visual	effects’	

modifications.	According	to	Scott	(2005),	drastic	changes	can	be	seen	in	the	film	

industry	in	the	1980s	and	1990s	when	the	industry	underwent	a	transition	

between	the	old	style	of	special	effects	to	digital	visual	effects.	The	biggest	

changes	behind	the	transition	were	the	speed	of	computer	systems,	power	
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storage	and	the	creation	of	digital	tools	such	as	motion	picture	cameras.	The	

digitalization	process	has	also	given	filmmakers	the	ability	to	use	special	effects	

techniques	in	the	visual	manipulation	process.	As	such,	the	emergence	of	CGI	

techniques	or	computer-generated	imagery	has	opened	a	new	chapter	in	the	

technical	and	creativity	aspects	of	film	production.	Thus,	based	on	this	impact,	

digital	visual	effects	(DVFx)	are	best	known	as	a	digital	tool	to	provide	a	special	

effect	in	the	visuals	produced	primarily	in	Hollywood.	DVFx	enables	production	

crews,	directors	and	experts	to	use	their	imagination,	technical	knowledge	and	

creativity	to	produce	stunning	and	spectacular	work.		

	

The	digitalization	of	special	effects	has	brought	a	drastic	change	to	the	digital	

landscape	of	the	film	industry.	DVFx	has	opened	the	creation	and	production	

space	to	digital	as	well	as	conventional	techniques.	These	creations	include	

computer-generated	landscapes,	objects,	characters	or	creatures,	and	narrative	

aesthetic	manipulation.	These	involve	a	lot	of	visual	and	spectacular	illusions	

created	using	digital	computer	technology	such	as	motion	capture,	3D	animation	

simulation	programs,	and	modern	techniques	such	as	digital	split	screen,	crowd	

simulation	engines	and	more.	Venkatasawmy	(2012)	has	detailed	that	the	use	of	

DVFx	to	achieve	visual	manipulation,	trickery	and	illusion	has	three	main	

functions.	The	three	functions	are	the	construction	of	‘fantasy’,	creative	

simulation	and	storytelling	support,	as	well	as	visual	enhancement	and	

corrections.	

	

a. The	Construction	of	‘Fantasy’	

This	first	function	was	widely	applied	at	the	beginning	of	the	use	of	DVFx.	The	

construction	of	fantasy	in	the	cinema	requires	creative	imagination.	This	work	

includes	the	creation	of	landscapes,	foregrounds	and	backgrounds,	futuristic	

worlds,	and	objects	or	characters	that	do	not	exist	in	the	real	world.	Most	films	

that	use	this	fantasy	element	involve	sci-fi,	horror	or	historical	genres,	as	such	

genres	of	film	require	imagination	and	fantasy	to	create	a	tricky	situation	and	

reincarnate	it	into	reality.	Other	examples	of	the	DVFx	creation	of	fantasy	worlds	

are	aliens,	monsters,	dinosaurs,	doomsday	stories,	mythical	tales,	futuristic-

intensive	worlds	and	space	exploration.	
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b. Creative	Simulation	and	Storytelling	Support	

This	second	function	concerns	the	use	of	DVFx	in	imitative	reproduction	and	

creative	simulation	involving	scenes	or	casting	needs	that	are	very	complicated,	

very	dangerous	or	involve	high-cost	factors	if	generated	conventionally	or	in	the	

real	world.	Most	movies	with	the	theme	of	world	destruction	or	warfare	will	use	

DVFx	technology	in	the	creation	of	such	‘destruction’	scenes.	Besides,	digital	

simulations	such	as	fire	and	flame,	explosions,	and	wreckage	also	use	DVFx	to	

help	the	audience	with	the	journey	of	the	story	narrative.	Other	examples	that	

fall	into	this	category	are	the	creation	of	a	scene	in	space	or	a	thrilling	scene	such	

as	an	actor	crossing	between	two	tall	buildings	on	a	rope.	All	these	scenes	are	

required	in	the	story	and	need	to	be	done	using	DVFx	to	support	the	storytelling.	

	

c. Visual	Enhancement	and	Correction		

This	third	function	has	become	the	norm	of	DVFx	use	in	the	film	industry.	

According	to	Zwerman	&	Okun	(2014),	DVFx	has	helped	to	develop	and	expand	

the	film	industry	since	the	earliest	days	of	the	moving	image.	The	use	of	DVFx	

also	helps	to	improve	the	storytelling	experience	in	all	media.	It	is	widely	used	

during	editing	or	post-production	processes	to	ensure	that	technical	elements	

used	during	filming	processes	such	as	the	use	of	wires	are	edited	and	removed	to	

ensure	the	visuals	are	truly	‘clean’	and	‘flawless’.	Hence	DVFx	is	used	to	correct,	

add,	remove	or	alter	any	visual	distraction	in	a	movie	during	the	post-production	

process	and	also	as	an	alternative	to	re-shooting	scenes.	Also,	the	skills	and	

creativity	of	an	editor	play	an	extensive	role	in	enhancing	the	visuals	with	

techniques	such	as	colour	corrections	and	animated	transitions.	

	

In	conclusion,	the	revolution	of	digitalization	and	technology	in	film	production	

has	brought	special	effects	to	an	advanced	level.	DVFx	are	also	a	representation	

of	creative	visual	performances	among	filmmakers.	Starting	from	physically	

produced	special	effects,	now	all	effects	can	be	created	through	computer-

generated	technology.	All	three	DVFx	functions	in	the	movies	described	by	

Venkatasawmy	(2012)	highlight	the	potential	of	DVFx	as	a	powerful	

enhancement	of	creative	visual	performance	in	film	production.	Thus,	these	
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three	functions	will	be	used	as	units	of	analysis	to	evaluate	the	trend	of	DVFx	

usage	in	each	country.	The	units	of	analysis	in	this	study	will	be	explained	in	

more	detail	in	the	following	analysis	procedure	section.	

	

4.3	Analysis	Procedure	

According	to	Hansen	and	Machin	(2013),	textual	analysis	is	used	to	evaluate	

media	content	and	does	not	lead	to	an	assessment	of	theory.	Therefore,	this	

method	gives	freedom	to	a	researcher	to	determine	the	aspects	and	point	of	view	

when	studying	transnational	media	content.	According	to	Brylla	(2018),	to	study	

the	film	as	a	text,	the	sampling	of	films	should	have	three	main	features,	namely	

manageability,	relevance	and	representativeness.	Manageability	means	the	

suitability	of	the	method	to	facilitate	the	data	collection	process.	In	this	case,	the	

use	of	qualitative	methods	for	film	analysis	is	easier	to	manage	than	quantitative	

methods	that	require	coding	techniques	and	only	focus	on	small-sized	samples.	

Relevance	refers	to	what	bases	should	be	selected	in	the	movie	text	when	

starting	a	research	and	analysis	process.	The	researcher	needs	to	understand	

and	know	the	concepts	to	be	investigated,	which	should	depend	on	the	objective	

of	the	study,	and	also	select	the	movie	texts	appropriately.		

	

In	this	study,	the	selection	of	the	sample	was	based	on	films	that	have	DVFx	

elements	in	any	scenes	and	showed	excellent	achievements	in	local	film	festivals.	

Furthermore,	the	appropriate	representativeness	of	the	sample	refers	to	the	

attention	of	the	target	audience.	The	films	selected	as	the	text	of	the	study	should	

also	target	the	same	constituency	taking	into	account	factors	such	as	audience	

type,	period	and	socio-cultural	context.	All	the	factors	in	representativeness	are	

also	determined	by	the	exposure	of	the	text	to	the	target	audience.	Hence,	the	

selected	films	must	be	films	that	are	well-known	and	watched	by	audiences	to	

ensure	their	relevancy.	

	

To	begin	the	analysis	process	of	a	movie,	a	researcher	can	hold	to	the	various	

viewpoints	or	logical	units	of	the	method.	Dyer	(2006)	proposes	two	textual	

dimensions	in	the	analysis	process:	the	‘structure’	or	narrative	dimension	and	

the	‘iconographic’	or	aesthetics	dimension.	Within	the	dimensions	of	the	



	 103		

structure	or	narrative,	researchers	can	look	at	the	story	and	the	layout	of	the	plot	

in	a	film	while	the	iconographic	aspect	looks	at	the	visual	aspects	and	signs	such	

as	mise-en-scene,	cinematography	and	editing	techniques.	Therefore,	these	

dimensions	or	logical	units	need	to	be	selected	in	conjunction	with	the	objective	

and	purpose	of	the	investigation	to	facilitate	the	analysis	of	the	data.	This	is	

because	the	researcher	needs	to	find	a	relationship	between	the	data	and	the	

conceptual	strategies	that	filmmakers	apply	to	those	movies,	as	part	of	data	

interpretation.	The	process	of	interpretation	should	also	be	reinforced	with	

previous	scholarly	views	in	a	literature	review	to	enable	evidence	to	be	

presented	more	accurately,	especially	involving	social	and	cultural	issues.	

	

Thus,	this	comparative	analysis	framework	will	adapt	the	two	dimensions	of	the	

study	proposed	by	Dyer	(2006),	taking	the	framework	of	narrative	structure	and	

also	visual	iconographic	aspects.	Comparison	of	these	visual	aspects	will	only	

evaluate	the	use	of	DVFx,	special	effects	which	are	digitally	generated	by	

software,	and	will	not	evaluate	other	effects	such	as	practical	and	mechanical	

effects.	Therefore,	this	visual	analysis	will	also	use	the	units	of	analysis	proposed	

by	Venkatasawmy	(2012)	regarding	the	three	main	uses	of	DVFx	which	are	the	

construction	of	fantasy,	creative	simulation,	and	visual	enhancement	elements.	

Thus,	Figure	4.1	shows	the	comparative	analysis	framework	of	this	study.	Based	

on	the	diagram,	eleven	films	were	selected	for	comparative	analysis	in	this	study.	

Of	these,	four	films	are	from	each	of	Malaysia	and	India	while	three	films	are	

from	Australia.	The	selected	films	have	won	awards	in	the	best	visual	effects	

category	in	several	local	film	festivals	from	2011	to	2015.	

	

Table	4.1	shows	the	list	of	movies	and	the	awards	they	received.	Based	on	the	

table,	however,	the	category	of	best	visual	effects	was	not	contested	in	Malaysia	

and	India	in	2012,	while	only	three	films	were	analysed	from	Australia	as	in	

2011	and	2014	the	films	that	won	this	category	were	animated	films.	Animated	

films	were	excluded	from	the	sample	of	this	study	because	they	are	entirely	

produced	by	computer	and	do	not	involve	the	integration	of	actual	actors	at	the	

shooting	locations.	
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This	comparative	analysis	will	start	by	looking	at	the	dimensions	of	the	

structure.	In	this	analysis,	the	narratives	will	be	compared	to	see	which	genre	

uses	DVFx	the	most	widely	in	these	countries.	Narrative	structure	is	also	

compared	in	this	analysis	to	assess	the	suitability	of	DVFx	as	a	tool	for	narrative	

enhancement.	Then	the	second	dimension	of	this	comparison	will	look	at	the	

iconographic	or	visual	aspects	that	use	DVFx.	Through	this	comparison,	the	

analysis	will	evaluate	the	use	of	DVFx	in	selected	films	based	on	the	units	of	

analysis.	The	units	of	analysis	contained	in	fantasy	are	landscape,	background,	

foreground,	character	and	objects,	while	the	units	in	creative	simulation	are	the	

creation	of	fire,	explosions,	wreckage,	destruction	and	any	kind	of	disaster.	The	

unit	of	analysis	in	visual	enhancement	includes	the	use	of	creative	transitions	

and	graphics	animations.	

	 	

Text	
(DVFx	movies)	

Structure	 Iconography	

•Narrative	
•Genre	

Analysis	units	

Figure	4.1:	Units	of	Analysis	Framework	

Analysis	units	

• Fantasy	
• Creative	simulation	
•Visual	enhancement	
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Table	4.1:	List	of	Selected	Movies	from	2011	to	2015	
	

MALAYSIA	

Year	 Movie	title	 Achievements	

2011	 Hikayat	Merong	
Mahawangsa	
(Directed	by	Yusry	Abdul	
Halim)	

• 24th	Malaysia	Film	Festival	Award	for	Best	Movie	

• 24th	 Malaysia	 Film	 Festival	 Award	 for	 Best	

Cinematography	

• 24th	 Malaysia	 Film	 Festival	 Award	 for	 Best	 Special	

Effects	

2013	 Tanda	Putera	(Directed	by	
Suhaimi	Baba)	
	

• Best	Visual	Effects	Award,	Malaysian	Film	Festival	2014	

2014	 Seventh	(Directed	by	Ryon	
Lee)	
	

• Best	Visual	Effects	Award,	Malaysian	Film	Festival	2015	

2015	 Cicakman	3	(Directed	by	
Yusri	Abdul	Halim)	
	

• Best	Visual	Effects	Award,	Malaysian	Film	Festival	2016	

INDIA	

Year	 Movie	title	 Achievements	

2011	 Ra-One	(Directed	by	
Anubhav	Sinha)	

• National	Film	Award	for	Best	Special	Effects	2012	

• Filmfare	Award	for	Best	Special	Effects	2012	

• IIFA	Award	for	Best	Special	Effects	2012	

• Guild	Award	for	Best	Special	Effects	2012	

• Screen	Award	for	Best	Special	Effects	2012	

• Zee	Cine	Award	for	Best	Visual	Effects	

2013	 Jal	(Water)	(Directed	by	
Girish	Malik)	
	

• National	Film	Award	for	Best	Special	Effects	2014	

2014	 Dhoom	3	(Directed	by	Vijay	
Krishna	Acharya)	

• Filmfare	Award	for	Best	Special	Effects	2014	

• Guild	Award	for	Best	Special	Effects	2014	

2015	 Baahubali:	The	Beginning	
(Directed	by	S.S.Rajamouli)	

• 63rd	National	Film	Award	for	Best	Film	2016	

• 63rd	National	Film	Award	for	Best	Special	Effects	2016	

• Filmfare	Award	for	Best	Film	(Telegu)	2016	

AUSTRALIA	

Year	 Movie	title	 Achievements	

2011	 Legend	of	the	Guardians:	
The	Owl	of	Ga’Hoole*	
(Directed	by	Zack	Snyder)	
	

• AACTA	Award	for	Best	Visual	Effects	or	Animation	2012	
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2012	 Iron	Sky	(Directed	by	Timo	
Vourensola)	
	

• AACTA	Award	for	Best	Visual	Effects	or	Animation	2013	

2013	 The	Great	Gatsby	(Directed	
by	Baz	Luhrmann)	

• AACTA	Award	for	Best	Film	(2014)	

• AACTA	Award	for	Best	Editing	(2014)	

• AACTA	Award	for	Outstanding	Achievement	in	Visual	

Effects	(2014)	

• AEAF	Award	for	Visual	Effects	(2013)	

2014	 The	Lego	Movie*	(Directed	
by	Phil	Lord	&	Christopher	
Miller)	

• AACTA	Award	for	Best	Visual	Effects	or	Animation	2015	

• Kerrang!	Award	for	Best	Film	2014	

2015	 Mad	Max:	Fury	Road	
(Directed	by	George	Miller)	

• AACTA	Award	for	Best	Visual	Effects	or	Animation	2016	

• BFCA	Critics’	Choice	Award	for	Visual	Effects	2016	

• AACTA	Award	for	Best	Film	2016	

	

*Fully	animated	movies	that	exclude	from	the	sample	

	

The	time	frame	for	this	study,	namely	the	selection	of	films	from	2011	to	2015,	

was	chosen	because	it	began	ten	years	since	the	beginning	of	the	21st	century.	

There	has	been	a	dramatic	change	in	the	use	of	DVFx	in	the	film	industry	both	in	

quantity	and	quality	starting	in	the	2010s.	This	situation	is	shown	by	the	number	

of	films	listed	in	the	all-time	worldwide	highest	grossing	box	office	films.9	Of	the	

top	30	films	in	that	list,	13	DVFx	films	were	produced	in	2011–2015,	compared	

to	only	three	in	2006–2010,	and	one	in	2001–2005.	Therefore,	the	justification	

for	selecting	films	from	2011	to	2015	as	the	time	frame	for	the	sample	in	this	

study	is	that	time	frame	is	the	most	suitable	period	to	explore	the	usage	trend	of	

DVFx	in	Malaysia,	India	and	Australia’s	film	industries.	

	

4.4	Analysis	Dimension	1:	Structure	and	Narrative	

4.4.1	Genre	

The	first	analysis	began	with	genre	trends.	It	is	often	the	choice	of	directors	or	

producers	to	integrated	the	use	of	DVFx	with	a	particular	genre.	According	to	

Brennen	(2013),	there	are	narratives	and	aesthetic	conventions	within	each	
																																																								
9	Retrieved	from	boxofficemojo.com.	The	top	30	all	time	worldwide	box	office	
highest	grossing	films	until	March	2019.		
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genre	that	are	based	on	the	belief	system	of	society.	As	such,	genre	is	a	reflection	

of	the	reality	of	acceptance,	demands	and	audiences’	tastes	on	films	within	a	

country.	In	general,	the	use	of	DVFx	in	the	selected	sample	films	is	not	focused	on	

specific	genres	but	rather	across	genres.	Furthermore,	most	of	the	films	are	not	

tied	to	only	one	genre	and	belong	to	multiple	genres	(or	subgenres)	at	the	same	

time	(Wehrmann	&	Barros,	2017).	

	

Table	4.2:	List	of	Genres	of	Selected	Films	

	
Country	 Movie	title	 Genre	

Malaysia	

Hikayat	Merong	Mahawangsa	 Action,	adventure	

Tanda	Putera	 Drama,	history	

Seventh	 Comedy,	horror	

Cicakman	3	 Action,	comedy,	sci-fi	

India	

Ra-One	 Action,	adventure,	sci-fi	

Jal	 Drama	

Dhoom	3	 Action,	thriller	

Baahubali:	The	Beginning	 Action,	drama	

Australia	

Iron	Sky	 Action,	comedy,	sci-fi	

The	Great	Gatsby	 Drama,	romance	

Mad	Max:	Fury	Road	
Action,	adventure,	post-

apocalyptic	sci-fi	

	

	

The	genres	listed	in	Table	4.2	are	primarily	based	on	the	recommendations	of	

the	IMDb	website.	The	findings	show	that	the	action	genre	has	won	the	most	best	

visual	effects	awards	in	each	country,	two	in	Malaysia	and	Australia,	and	three	in	

India.	This	makes	a	total	of	seven	films	in	the	action	genre.	Interestingly,	three	

films,	Tanda	Putera	(Malaysia),	Jal	(India)	and	The	Great	Gatsby	(Australia),	had	

drama	as	the	main	genre	and	won	the	best	visual	effects	award	in	their	local	film	

festival	in	2013.	Uniquely	this	refutes	claims	that	action	and	sci-fi	films	dominate	

the	use	of	DVFx.	For	example,	Wang	(2009)	categorizes	several	genres	as	

technology	friendly	because	they	often	use	DVFx	in	film	production	such	as	sci-fi,	

action,	adventure,	fantasy	and	horror,	while	other	genres	such	as	drama,	

romance,	comedy	and	thriller	belong	to	the	non-technology-friendly	genre	
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category.	However,	the	majority	of	the	studied	films	use	mixed	genres	in	their	

production.	The	data	in	Table	4.2	also	shows	that	subgenres	such	as	sci-fi	and	

adventure	are	among	the	genres	that	often	use	DVFx.		

	

Throughout	2011	to	2015,	the	development	of	DVFx	usage	in	Malaysia	

demonstrates	mastery	of	diverse	genres	other	than	action.	Starting	in	2011,	

Hikayat	Merong	Mahawangsa	(action	adventure)	made	history	in	the	Malaysian	

film	industry	by	using	DVFx	technology	for	an	epic	movie	based	on	scenes	from	

the	second	century	and	the	resplendence	the	Empire	of	Rome	and	the	Han	

Dynasty.	The	film’s	greatness	is	not	only	due	to	the	DVFx	technology,	and	it	was	

also	selected	as	Malaysia’s	best	film	in	2011.	In	2013,	Tanda	Putera	successfully	

used	DVFx	in	a	drama	and	history	genre	movie.	The	movie	tells	the	struggles	and	

sacrifices	of	the	former	Malaysian	Prime	Minister	and	Deputy	Prime	Minister	

Tun	Abdul	Razak	and	Tun	Dr	Ismail	to	unite	Malaysians	after	the	racial	riot	

tragedy	in	1969.	DVFx	technology	was	needed	to	restore	the	atmosphere	and	

background	of	Malaysia	in	that	year.	The	Chinese-language	film	Seventh	(2014)	

shows	excellent	DVFx	usage	in	a	horror	and	comedy	genres	movie.	Also,	the	film	

was	produced	entirely	by	Chinese	production	crews	in	Malaysia,	which	is	

typically	dominated	by	Malay	film	production.	In	2015,	the	use	of	DVFx	in	an	

action	genre	movie	was	recognized	once	again	through	the	triumph	of	Cicakman	

3	in	the	28th	Malaysian	Film	Festival.	The	movie	also	used	sci-fi	and	adventure	

genre	to	tell	the	story	of	fictitious	superhero	Cicakman	(Zizan	Razak),	who	had	to	

fight	a	new	antagonist	superhero,	Super	Bro	(Fizz	Fairuz),	in	Metrofulus	City.	

	

If	action	genre	movies	do	not	dominate	the	use	of	DVFx	in	Malaysia,	the	opposite	

is	true	in	India.	During	the	four	years,	only	2013	saw	the	genre	of	drama	movies	

win	the	best	visual	effects	award	through	the	victory	of	Jal.	Jal	tells	of	a	strict	

character	named	Bakka	(Purab	Kohli),	who	has	a	unique	ability	to	find	water	

sources	in	the	desert	of	his	village	but	is	faced	with	the	problems	of	foreign	

companies	trying	to	make	a	profit.	DVFx	are	widely	used	for	backgrounds	

showing	the	desert	and	water	scarcity.	In	2011,	2014	and	2015,	the	best	use	of	

visual	effects	in	India	was	in	action	genre	movies.	Ra-One	(2011)	also	uses	sci-fi	

as	a	subgenre	and	the	use	of	DVFx	is	widely	focused	in	robotic	and	action	scenes.	
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Dhoom	3	(2014)	tells	of	Sahir	and	Saman	(Ameer	Khan),	twins	who	demanded	

defences	over	their	father’s	‘The	Great	Indian	Circus’	business	which	was	closed	

for	debt	and	caused	their	father	to	commit	suicide.	The	film	relies	heavily	on	

DVFx	technology	for	action	scenes	and,	most	impressively,	in	scenes	featuring	

both	twins,	who	are	played	by	the	same	actor.	Baahubali:	The	Beginning	(2015).	

This	action	drama	genre	film	tells	of	Baahubali	(Prabhas	Raju	Uppalapati),	a	

warrior	who	wants	to	reclaim	the	legitimate	throne	of	the	Kingdom	of	

Mahishmati.	The	film	uses	DFVx	to	create	impressive	backgrounds,	battle	scenes,	

and	exciting	set	designs.	The	DVFx	used	in	this	movie	are	among	the	most	

advanced	technologies	used	in	the	Indian	film	industry	with	the	same	quality	

used	in	Hollywood	(Putrevu,	2017).	

	

Overall,	the	use	of	DVFx	in	Malaysia	and	India	relies	heavily	on	action	and	drama	

over	other	genres	such	as	adventure	and	sci-fi,	with	the	frequent	use	of	genres	

such	as	comedy	and	thriller.	The	findings	on	DVFx	and	genre	in	Australian	films	

reveal	the	same	trend.	The	use	of	DVFx	is	concentrated	in	the	action	and	drama	

genres,	with	the	subgenres	of	comedy,	sci-fi,	adventure	and	romance.	Iron	Sky		

shows	the	best	use	of	DVFx	for	the	action	genre,	comedy	and	sci-fi.	The	film	uses	

space	as	a	background,	and	most	of	it	is	produced	by	DVFx	technology.	The	Great	

Gatsby	is	one	of	the	most	breathtaking	movies	not	only	in	Australia	but	also	in	

other	countries	because	it	was	a	film	adaptation	of	Scott	Fitzgerald’s	novel	of	

1925.	The	film	uses	the	romance	genres	with	background	settings	of	1922.	As	

such,	most	of	the	DVFx	use	in	this	movie	relies	heavily	on	‘spectacle’	heritage	

aesthetic	construction	involving	the	landscape	and	background	setting.	Finally,	

Mad	Max:	Fury	Road	is	a	post-apocalyptic	genre	film	and	also	a	worldwide	hit	

movie.	DVFx	technology	was	widely	used	in	this	film	to	create	digital	characters,	

objects	and	landscapes.	

	

In	conclusion,	the	first	analysis	in	this	section	shows	that	DVFx	are	still	primarily	

used	in	technology-friendly	genres	such	as	action	and	adventure.	However,	

surprisingly,	in	the	year	2013	drama	genre	movies	won	the	best	use	of	digital	

effects	awards	in	each	country.	This	unusual	result	suggests	that	DVFx	use	does	

not	only	focus	on	technology-friendly	genres,	as	Wang	(2009)	says,	but	it	crosses	
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genres	if	the	creativity	possibilities	are	well	used.	The	dominance	of	action-

packed	films	in	the	best	visual	effects	awards	shows	that	DVFx	are	very	reliant	

on	action	genre	movies	other	than	sci-fi.	This	finding	also	adds	weight	to	Purse’s	

(2011)	statement	that	contemporary	popular	cinema	requires	a	spectacular	

element	through	the	use	of	digital	effects	especially	action	genre	movies.	The	

next	stage	of	analysis	in	this	chapter	will	focus	on	the	types	of	narrative	

structures	used	by	the	films	to	find	out	the	basis	of	DVFx	as	a	movie	narrative	

enhancement.	

	

4.4.2	Narrative	Structure	

The	second	analysis	within	the	dimensions	of	the	structure	will	evaluate	the	

narrative	aspects	of	selected	films.	Usually,	genres	and	narrative	structures	are	

linked	to	plot	arrangements	and	storytelling.	For	example,	Purse	(2011)	believes	

that	the	action	genre	movie	has	a	reputation	for	narrative	paucity,	emphasizing	

extreme	action	performances	rather	than	plot	and	narrative.	Carmona	(2017)	

describes	narrative	function	in	a	film	as	an	instrument	for	transmission	of	and	

processing	the	information	from	the	story.	This	process	will	involve	sequences	

that	function	as	narrative	units.	Therefore,	narration	is	a	process	where	all	the	

information	in	the	story	is	translated	to	the	screen.	This	process	is	also	essential	

to	providing	an	understanding	of	the	audience.	According	to	Pugsley	(2013),	the	

construction	of	narrative	in	a	film	through	the	arrangement	of	narrative	'units'	

will	facilitate	the	logical	process	of	the	viewing	audience,	as	each	image	

presented	brings	a	specific	meaning	to	the	narrative.	Buell	(2017)	also	noted	that	

DVFx	editing	and	technology	such	as	CGI	has	provided	a	new	perspective	on	how	

to	translate	and	deliver	information	to	the	screen	as	well	as	to	audiences.	Thus,	

the	analysis	in	this	section	will	look	at	the	narrative	types	used	by	the	films	to	

find	out	the	suitability	of	DVFx	for	the	narrative.	Understanding	the	suitability	of	

this	usage	is	essential	as	the	narrative	of	a	film	is	usually	derived	from	the	

selection	of	shots	and	sounds	presented	in	a	particular	order	(Metz,	1974).	

	

It	is	noted	that	this	narrative	analysis	does	not	focus	on	script,	dialogue	and	

language	text	but	focuses	on	the	sequence,	plot	and	shots	instead.	According	to	

Stadler	and	McWilliam	(2009),	there	are	three	categories	of	narrative	structure	
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that	can	be	used	to	analyse	film	narrative:	fragmented	narratives,	multi-strand	

narratives	and	classical	Hollywood	narratives	(also	known	as	canonical	story	

structure.)	Fragmented	narratives	refer	to	an	unorganized	narrative	structure.	In	

this	type	of	structure,	the	story	can	begin	with	conflict	or	resolution	and	does	not	

follow	the	three-act	structure	rules.	This	creates	a	flashback	or	flashforward	

storytelling	style	and	indirectly	undermines	the	expectation	of	the	audience.	This	

type	of	narrative	style	is	also	known	as	a	linear	narrative	style	told	in	a	nonlinear	

fashion	because,	although	the	narrative	arrangement	is	in	uncertain	terms,	the	

story	still	can	be	understood	as	a	whole.		

	

The	second	category	of	structure	is	multi-strand	narrative,	which	refers	to	a	

storyline	that	has	various	narratives	intertwined	with	each	other.	This	type	of	

narrative	also	has	fragmented	plots	of	different	stories	but	has	causal	sequences.	

There	is	more	than	one	main	character	underlying	a	story	that	uses	this	style.	

Next,	the	third	category	is	a	classical	Hollywood	narrative	structure,	also	known	

as	the	canonical	story	structure.	This	is	a	three-act	structure	that	is	clear	and	

consistent	through	the	elements	of	introduction,	conflict	and	resolution.	This	

type	of	narrative	is	often	used	in	Hollywood	movie	productions	and	it	is	the	most	

popular	style	used	worldwide.	

	

Table	4.3:	The	Narrative	Structure	of	the	Films	

	
No.	 Narrative	structure	 Movie	 Country	

1.	 Fragmented	narrative	 Hikayat	Merong	Mahawangsa	 Malaysia	

Seventh	 Malaysia	

Jal	 India	

Dhoom	3	 India	

Baahubali:	The	Beginning	 India	

Iron	Sky	 Australia	

The	Great	Gatsby	 Australia	

2.	 Multi-strand	narrative	 Tanda	Putera	 Malaysia	

3.	 Classical	Hollywood	narration	 Cicakman	3	 Malaysia	

Ra-One	 India	

Mad	Max:	Fury	Road	 Australia	
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Table	4.3	shows	a	summary	of	the	narrative	structures	used	in	all	the	studied	

films.	From	the	analysis,	only	the	Malaysian	films	covered	all	three	narrative	

types,	while	films	from	India	and	Australia	are	focused	on	fragmented	and	

classical	Hollywood	narrative	structures.	Hikayat	Merong	Mahawangsa	and	

Seventh	from	Malaysia	use	fragmented	narrative	structures.	For	example,	

Hikayat	Merong	Mahawangsa	has	many	flashback	scenes	where	Merong	

(Stephen	Rahman	Huges)	often	dreams	of	his	childhood	with	his	mother,	from	

whom	he	was	separated	by	Garuda’s	raid	in	their	village	in	Langkasuka.	The	film	

also	uses	a	flashforward	technique	in	the	scenes	where	Merong	dreams	of	the	

Garuda	tribes	striking	Langkasuka	and	kidnapping	Princess	Li	Hua	(Jing	Lusi)	

from	Prince	Marcus	(Gavin	Rees	Stenhouse).	The	first	scene	in	the	film	shows	a	

sultan	who	acts	as	a	narrator	and	recounts	the	origins	of	the	Kingdom	of	

Langkasuka.	Similar	narrator	scenes	appear	at	the	middle	and	end	of	the	story	

and	use	DVFx	as	a	transition	element	to	signal	the	narrative	change.		

	

In	Seventh	(2014),	DVFx	technique	is	also	used	as	a	transitional	element	in	

certain	scenes.	The	film’s	opening	act	shows	the	ghost	spirit	of	a	woman	named	

Ying	(Mindee	Ong)	supporting	her	son.	She	is	created	with	CGI.	Ying	is	scaring	a	

pirate	who	is	trying	to	rob	a	house.	The	opening	scene	of	act	3	answers	all	the	

questions	about	why	the	spirit	of	Ying	has	become	unpeaceful.	Also,	the	

flashback	technique	in	the	film	is	manifested	in	different	ways.	There	was	a	

scene	in	the	cottage	where	Ying	told	Yee	(Gino	Tsai)	what	was	happening	in	the	

old	folk’s	house,	and	the	flashback	was	screening	on	the	cottage	wall.		

	

Tanda	Putera	(2013)	uses	a	multi-strand	narrative	technique	as	three	main	plots	

underlie	the	narrative.	The	first	plot	is	the	narrative	of	the	former	Malaysian	

prime	minister,	Tun	Razak	(Rusdi	Ramli),	and	his	deputy,	Tun	Dr	Ismail	(Zizan	

Nin),	who	restored	Malaysian	unity	after	the	racial	riots	that	took	place	in	1969.	

The	second	plot	tells	of	a	group	of	University	Malaya	students,	Allen	(Alan	Yun),	

Johan	(Awie	Akmal),	Zara	(Ika	Nabila),	and	an	Indian	tutor,	Kara	(Kavita	Sidhu),	

who	are	volunteers	after	a	massive	flood	tragedy	in	Kuala	Lumpur	in	1971.	

Meanwhile,	the	third	subplot	tells	of	historical	events	in	Malaysia	such	as	the	
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setting	up	of	the	Malaysia	Airlines	System	(MAS),	New	Economic	Policy,	

PETRONAS	and	the	National	University	of	Malaysia,	and	of	moves	to	use	the	

national	language	as	the	official	language.	DVFx	are	creatively	used	against	the	

subplots	of	crucial	events.	For	example,	there	is	a	scene	in	which	Tun	Rahah	

(Faezah	Elai)	(wife	of	Tun	Razak)	returned	from	London	on	Malaysia	Airlines	

(MAS)	after	Tun	Razak	died	and	DVFx	was	used	to	integrate	the	real	historical	

shot	and	the	re-shot	to	strengthen	the	narrative	of	the	scene.	Figure	4.2	shows	

the	actual	scene	on	the	right,	while	the	DVFx	scene	is	on	the	left.	

	

	

	

	

	

	

	

	

	

Figure	4.2:	DVFx	Shot	versus	Actual	Shot	in	Tanda	Putera	(2013)	

	

Meanwhile,	Cicakman	3	(2015)	uses	the	classic	Hollywood	structure.	The	

structure	of	this	movie	has	a	simple	narrative	when	telling	the	character	of	Man	

(Zizan	Razak)	in	the	process	of	divorcing	his	wife	Linda	(Lisa	Surihani)	and	

trying	to	save	their	marriage.	Inspector	Adam	(Fizz	Fairuz),	who	is	an	old	friend	

of	Linda,	tries	to	seduce	Linda	and	smears	Man.	Man	realizes	he	is	the	next	

superhero	when	he	sees	the	box	left	by	the	previous	Cicakman.	Man	feels	that	

Super	Bro	(the	antagonist)	has	a	vile	agenda	against	Metrofulus	City.	Man	also	

knows	that	Super	Bro	is	Inspector	Adam	and	tries	to	tell	Linda.	Super	Bro	

kidnaps	Linda,	and	eventually,	Cicakman	comes	to	rescue	her.	Based	on	this	

linear	narrative,	the	use	of	DVFx	is	seen	to	help	in	the	plot	through	the	visual	and	

mise-en-scene	composition.	The	visual	composition	will	be	discussed	further	in	

the	next	section	of	the	analysis.	
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Three	films	from	India,	Jal	(2013),	Dhoom	3	(2014)	and	Baahubali:	The	Beginning	

(2015),	use	fragmented	narrative	structures.	All	three	of	these	films	have	an	

unorganized	arrangement	of	the	acts,	and	begin	with	a	scene	from	the	third	act.	

For	example,	Jal	uses	DVFx	techniques	for	flashforward	scenes	of	a	man	named	

Bakka	who	is	in	a	sandstorm	and	walks	in	a	desert.	Bakka	often	sees	a	group	of	

black-dressed	women	trying	to	catch	up	with	him	carrying	machetes.	This	scene	

returns	in	the	middle	of	the	second	act	of	the	movie	to	explain	that	Bakka	has	

found	a	water	spring	near	their	village	but	is	barred	by	a	group	of	workers	from	

the	city	who	are	trying	to	make	a	profit.	

	

	

	

	

	

	

	

	

	

	

	

Figure	4.3:	Sahir	at	the	Flashback	Location	After	His	father	Commits	Suicide	in	
Dhoom	3	(2014)	

	

Dhoom	3	(2012)	also	uses	the	same	approach	of	placing	the	third	act	at	the	

beginning	of	the	story.	The	narrative	begins	with	a	flashback	of	a	child	(Sahir)	

(Siddharth	Nigam)	who	runs	towards	a	circus.	This	scene	reappears	in	the	third	

act	through	a	flashback	technique	when	there	is	another	child	(Samir),	and	they	

are	twins.	The	movie	additionally	uses	many	flashback	scenes	of	Sahir.	For	

example,	he	appeals	to	a	banker	to	give	a	bank	loan	to	his	father	and	Sahir	was	

on	the	spot	when	his	father	is	admitted	to	the	ambulance	after	his	suicide	(refer	

to	Figure	4.3).	The	flashback	technique	in	this	movie	uses	DVFx	when	the	adult	

Sahir	is	in	the	flashback	scene.		
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Another	film	from	India,	Ra-One	(2011),	uses	the	classical	Hollywood	narrative	

structure.	This	action	genre	and	sci-fi	subgenre	film	has	a	linear	storyline	when	it	

tells	of	the	Shektar	(Shah	Rukh	Khan)	who	has	been	killed	by	the	creator	of	his	

own	game,	Ra-One	(Arjun	Rampal),	who	has	appeared	in	the	real	world.	

However,	Jenny	(Shahana	Goswami),	who	is	a	colleague	of	Shektar,	has	created	a	

new	G-One	character	that	uses	Shektar’s	face	to	eliminate	Ra-One	and	Lucifer.	

Most	DVFx	use	in	the	narrative	structure	of	the	film	assists	in	the	creation	of	the	

mise-en-scene	and	will	be	further	described	in	the	next	part	of	the	analysis.	

	

Next,	two	films	from	Australia,	Iron	Sky	(2012)	and	The	Great	Gatsby	(2013),	use	

a	fragmented	narrative	structure,	while	Mad	Max:	Fury	Road	(2015)	uses	

classical	Hollywood	narration	as	the	main	narrative.	Just	like	the	other	films	that	

use	a	fragmented	narrative	structure,	Iron	Sky	and	The	Great	Gatsby	use	many	

flashback	elements	in	the	narrative	arrangement.	In	Iron	Sky,	the	sequence	is	

also	prefixed	with	another	sequence	in	one	scene.	For	example,	the	scene	when	

Adler	(Gotz	Otto)	tells	that	there	is	a	black	astronaut	from	the	world	that	spied	

on	the	Helim-3	area	on	the	moon	is	prefixed	by	another	sequence	before	

resuming	in	the	following	scenes.	Meanwhile,	DVFx	are	used	to	a	maximum	in	

transversal	scenes	especially	involving	flashback	scenes	in	The	Great	Gatsby.	The	

opening	act	begins	with	a	flashback	when	Nick	Carraway	(Tobey	Maguire)	tells	a	

doctor	about	Gatsby	(Leonardo	DiCaprio)	and	Daisy	(Carey	Mulligan).	Nearly	

40%	of	the	film	uses	a	flashback	technique	done	through	digital	effects.	Mad	Max:	

Fury	Road	(2015)	uses	a	linear	narrative	style.	The	use	of	DVFx	in	this	film	

centres	on	the	creation	of	action	and	mise-en-scene	elements	rather	than	

narrative	enhancement.	

	

Thus,	from	this	analysis,	films	using	a	fragmented	narrative	structure	tend	to	use	

DVFx	mainly	in	transition	techniques	and	scene	arrangements.	Every	DVFx	used	

shows	that	the	change	of	scenes	is	a	flashback	or	flashforward	to	the	narrative	of	

the	delivered	story.	Movies	using	classical	Hollywood	narration	lack	DVFx	usage	

in	the	relevant	narrative	aspects	but	concentrate	on	visual	enhancement	and	the	

mise-en-scene.	The	next	analysis	section	will	comprehensively	array	the	use	of	
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DVFx	in	the	iconographic	or	visual	aspects	that	also	technically	support	the	

narrative	of	a	film.	

	

4.5	Analysis	Dimension	2:	Iconography	

According	to	Murphet	(2005),	to	verify	the	narrative	analysis	of	a	film,	the	main	

thing	to	do	is	to	begin	analysing	the	raw	narrative	unit	of	the	medium	such	as	

shots	or	visuals.	Besides,	this	analysis	also	related	to	the	photorealism	elements	

presented	in	each	selected	scene.	According	to	Murphet	(2005),	to	verify	the	

narrative	analysis	of	a	film,	the	main	thing	to	do	is	to	begin	analysing	the	raw	

narrative	unit	of	the	medium	such	as	shots	or	visuals.	Besides,	this	analysis	also	

related	to	the	photorealism	elements	presented	in	each	selected	scene.	

According	to	Neda	&	Milja	(2012),	photorealism	is	a	technique	used	to	produce	

digital	compositions.	Through	this	technique,	a	special	effects	artist	will	attempt	

to	recreate	the	digital	image	using	specific	software	to	achieve	photorealistic	in	

digital	compositing.	Practical,	creative	photorealistic	work	is	that	by	the	

aesthetic	of	mise-en-scene.	Traditionally,	montage	and	‘mise-en-scene’	are	two	

distinct	film	aesthetics.	According	to	Barsam	and	Monahan	(2013),	mise-en-scene	

refers	to	‘staging’.	Staging	refers	to	the	overall	appearance	of	a	film	rated	on	the	

two	main	components	of	design	and	composition.	Design	includes	elements	such	

as	character,	setting,	props	and	lighting,	while	composition	refers	to	the	balance	

between	the	actor	and	the	object	in	a	frame.	Ideally,	the	movie	design	should	

accompany	a	story	narrative.	Hence,	generally,	the	analysis	in	this	section	will	

look	at	the	visual	analysis	and	mise-en-scene,	which	are	the	essential	elements	of	

the	visual	composition.	As	stated,	the	analysis	in	this	section	is	divided	into	three	

main	categories,	focusing	on	the	function	and	purpose	of	using	DVFx	in	a	film	as	

suggested	by	Venkatasawmy	(2012).	The	visual	analysis	of	mise-en-scene	and	

DVFx	usage	is	integrated	into	the	discussions	of	construction	of	fantasy,	creative	

simulation	and	visual	enhancement,	and	each	category	also	has	more	specific	

units	of	analysis.	
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4.5.1	The	Construction	of	Fantasy	

In	this	section,	the	aspects	of	digital	visual	effects	to	be	analysed	include	the	

creation	of	elements	such	as	characters	or	creatures,	settings	(which	includes	the	

landscape	or	background),	objects,	and	spectacular	composition.	

	

a. Characters	and	Creatures	

One	of	the	ways	to	create	a	dramatic	impact	within	a	movie	is	through	the	

creation	of	characters	or	creatures	entirely	created	and	integrated	through	DVFx.	

According	to	Whissel	(2014),	the	process	of	digitalizing	characters	begins	with	

life	material	as	maquettes	that	will	be	scanned	into	the	computer	to	simplify	the	

process	of	digitalization	such	as	3D	modelling	or	keyframe	animation.	There	is	

also	technology	that	combines	human	and	digital	animation	through	motion-

performance	and	facial	material	techniques.	Consequently,	based	on	the	findings	

of	the	study,	several	of	the	films	demonstrate	impressive	use	of	DVFx	in	

producing	digital	characters	and	also	integrating	humans	and	DVFx	to	create	

unique	characters	to	enhance	the	narrative	and	spectacle.	Most	of	the	characters	

created	also	have	a	link	with	the	genre	and	narrative	of	the	film.	

	

	

	

	

	

	

	

	

	

	

	

Figure	4.4:	Ghost	Character	Ying	in	Seventh	(2014),	Entirely	Produced	Using	CGI	
Technology	

	
The	use	of	DVFx	to	create	characters	for	films	in	Malaysia	is	particularly	suitable	

for	Seventh,	Tanda	Putera	and	Cicakman	3.	There	are	no	characters	in	Hikayat	
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Merong	Mahawangsa	created	using	DVFx	technology	as	all	characters	in	the	

movie	use	practical	effects	such	as	makeup.	In	Seventh	(2014),	CGI	is	used	to	

transform	the	characters	of	the	old	folks’	house	ghost	spirits	in	most	scenes	

using	DVFx.	Based	on	an	analysis	of	36	scenes	using	DVFx,	24	scenes	feature	the	

appearance	of	a	digital	ghost	spirit	character	or	creatures	with	a	variety	of	looks.	

As	Seventh	is	a	horror	and	comedy	genre	movie,	there	are	several	instances	of	

emerging	spirits	inserted	with	comedy	elements	such	as	an	old	man’s	spirit	

looking	for	his	fallen	eyebrows	after	a	loud	sneeze	and	a	scene	where	Mimi	

brushes	the	hair	of	an	old	lady’s	spirit	until	that	woman	no	longer	has	a	scalp.	

There	is	also	a	scene	where	a	character’s	hand	is	extended,	and	most	of	the	

resulting	souls	have	no	eyes.	The	main	character,	Ying,	was	also	featured	in	a	

wholly	digitalized	ghost	look	in	the	scene	where	Yee	manages	to	unravel	the	true	

tale	of	Ying.	

	

There	is	a	slight	variation	highlighted	in	the	performances	of	characters	in	Tanda	

Putera	(2013).	Given	that	the	film	is	also	a	historical	genre,	several	scenes	use	

actual	footage	of	significant	events	that	took	place	in	Malaysia	at	that	time.	For	

example,	there	is	a	scene	in	which	Tun	Razak’s	character	shakes	hands	with	Mao	

Zedong,	the	President	of	the	Chinese	Communist	Party,	after	China’s	support	of	

the	opposition	during	attacks	and	riots	in	Malaysia	involving	the	Malays	and	the	

Chinese.	This	scene	combined	actual	footage	from	the	National	Archives	of	

Malaysia	and	a	DVFx	scene.		

	

	

	

	

	

	

	

	

	

Figure	4.5:	Tun	Razak’s	Character	Shakes	Hands	with	the	President	of	the	Chinese	
Communist	Party	using	CGI	Techniques	in	Tanda	Putera	(2014)	
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The	original	footage	shows	Prime	Minister	Tun	Razak	trying	to	get	support	from	

Mao	Zedong,	as	a	psychological	game	against	Chinese	rioters,	some	of	whom	are	

also	Communist	Party	members	who	are	still	in	Malaya	at	that	time.	Therefore,	in	

the	scene,	DVFx	was	used	to	replace	the	actual	Tun	Razak’s	image	with	the	image	

of	the	actor	Rushdi	Ramli	who	was	playing	Tun	Razak	in	the	film	and	appearing	

to	be	in	a	real	location	and	footage	(refer	to	Figure	4.5).	As	such,	the	scene	also	

indirectly	increases	the	realism	for	the	audience.	

	

Cicakman	(2015)	features	two	CGI	characters	using	DVFx	in	some	of	the	scenes	

in	the	film.	The	characters	of	Cicakman	and	Super	Bro	appear	in	both	digital	and	

practical	effects	through	the	use	of	costumes.	DVFx	are	used	as	a	tool	to	

strengthen	the	characters	of	both	Cicakman	and	Super	Bro.	For	example,	in	the	

beginning,	Man	did	not	realize	he	was	the	next	Cicakman	in	Metrofulus	City.	One	

day	when	Man	was	working	cleaning	windows,	he	fell,	and	suddenly	his	tongue	

became	long	like	a	lizard’s	(lizard	is	cicak	in	Malay	language)	and	Man	used	his	

tongue	to	cling	until	he	could	be	rescued.	The	scenes	were	created	using	DVFx.	

Also,	Super	Bro’s	characteristics	are	also	enhanced	in	digital	form	using	DVFx	

primarily	involving	Super	Bro’s	points	of	view.	The	futuristic	interface	

technology	element	is	used	to	show	the	sophistication	of	Super	Bro	as	a	high-

tech	robot	in	contrast	to	Cicakman.	Additionally,	DVFx	are	used	for	both	of	these	

characters	during	the	action	scenes.	These	action	scenes	will	be	discussed	

further	in	the	next	section.	

	

	

Figure	4.6:	Super	Bro	Point	of	View	Using	a	Futuristic	Technology	Interface	in	
Cicakman	3	(2015)	
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There	is	a	similar	character	development	in	the	production	of	Cicakman	3	in	

Malaysia	and	Ra-One	(2011)	in	India.	The	obvious	similarity	is	that	both	of	these	

films	feature	a	superhero	as	the	main	character	and	use	DVFx	techniques	in	

certain	superhero	scenes.	In	this	movie,	the	computer	game	characters	Ra-One	

(antagonist	character)	and	G-One	(protagonist	character)	were	generated	using	

DVFx	technology	in	certain	scenes	(refer	to	Figure	4.7).	However,	the	creation	of	

these	characters	in	the	film	is	better	than	in	Cicakman	3	because	the	digital	

character	appears	through	four	different	characters:	Ra-One,	G-One,	Lucifer	and	

Sonia.	Exciting	DVFx	are	seen	in	the	scene	where	Ra-One	is	formed	from	digital	

pixel	chunks	when	his	body	falls	from	a	tall	building	after	a	fight	with	G-One.		

	

The	concept	of	forming	characters	from	cube	pixels	can	also	be	seen	in	the	

scenes	where	Ra-One	duplicates	Sonia’s	face	to	trap	G-One.	In	the	scene,	Sonia’s	

face	is	digitalized	through	the	formation	of	pixel	cubic	chunks	during	the	

transition	from	Ra-One	to	Sonia.	There	is	also	a	scene	in	the	third	act	of	the	film	

(the	resolution)	when	the	Ra-One	character	is	multiplied	to	duplicate	G-One.	The	

scenes	are	also	done	using	3D	animation	techniques.	In	the	beginning,	G-One	is	

beaten	by	Ra-One,	which	causes	G-One	to	collapse	slightly	into	digital	pixels.	

Overall,	the	characters	are	digitalized	in	the	film	to	reinforce	the	storyline,	which	

involves	a	computerized	game	character	becoming	manifest	in	the	real	world.	It	

is	therefore	not	surprising	that	the	film	relies	strongly	on	DVFx	to	show	that	the	

characters	involved	are	from	computer	games.	

	

	

	

	

	

	

	

Figure	4.7:	Digital	Characters	in	Ra-One	(2011)	
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Figure	4.8:	Sahir’s	and	Samar’s	Characters	in	the	Same	Frame	in	Dhoom	3	(2014)	

	

Unlike	Ra-One,	Dhoom	3	(2014)	features	unique	character	development	through	

the	use	of	the	digital	split	screen	technique	to	support	the	main	characters	of	the	

movie,	who	are	twins.	DVFx	are	used	in	the	scene	that	shows	Sahir	has	a	twin	

named	Samar.	The	same	actor,	Ameer	Khan,	performs	both	characters.	The	

audience	does	not	know	that	there	are	two	characters	who	look	like	Samar	until	

the	final	scene	before	the	film’s	intermission.	In	that	scene,	Sahir	runs	from	the	

stage	after	the	end	of	the	show.	He	moves	through	a	corridor	that	has	reflective	

tubes	and	heads	to	his	room.	When	he	reaches	his	room,	Sahir	sits	in	front	of	the	

mirror	and	Samar	appears	in	front	of	the	mirror	(refer	to	Figure	4.8).	The	next	

scene	shows	Sahir	and	Samar	in	the	same	frame	performing	a	fighting		action	

scene.	Based	on	the	findings,	five	scenes	show	Sahir	and	Samar	in	the	same	

frame.	The	action	scenes	will	be	described	further	in	the	creative	simulation	

section.	

	

The	epic	movie	Baahubali:	The	Beginning	(2015)	uses	DVFx	for	the	creation	of	

creatures	such	as	animals	in	the	film.	Digital	animals	such	as	snakes,	cows,	

elephants,	eagles	and	horses	are	digitally	generated	using	DVFx	as	most	of	the	

action	involving	animals	is	not	appropriate	for	real	animals.	A	snake	is	the	first	

animal	to	appear	in	the	scene	where	Avanthika	is	in	the	forest	and	wants	to	

shoot	Shiva	using	an	arrow.	The	green	snake	prevents	Avanthika’s	attempt	to	

shoot	Shiva	who	is	heading	to	Mahishmati.	Elephants	are	widely	used	in	this	film	

as	elephants	are	a	unique	animal	in	Indian	cultures	and	beliefs.	Elephants	and	

horses	are	used	as	working	animals	in	war	and	elephants	are	also	used	to	help	
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Mahishmati’s	military	forces	resist	the	enemy’s	attacks	and	assist	in	the	

construction	of	the	Bhalla	gold	statue.		

	

	

	

	

	

	

	

Figure	4.9:	Animal	Creatures	in	Baahubali:	The	Beginning	(2015)	

	

	

Images	of	these	animals	are	generated	using	DVFx	as	there	are	scenes	of	the	

animals	being	killed	and	injured	in	battle.	There	is	a	statement	at	the	bottom	of	a	

specific	scene	that	the	animals	were	created	by	computer-generated	images.	

Animals	like	bulls	were	entirely	produced	using	DVFx	in	the	Bhalla	scene,	which	

shows	the	heir	of	the	Mahishmati	Kingdom	trying	to	fight	a	bull	then	being	saved	

by	Kattappa.	The	eagle	is	invented	in	the	film	as	an	animal	who	sent	assistance	

from	Saketa	(Chief	of	the	Mahishmati	Kingdom	army)	to	help	Baahubali	defeat	

Balla.	Overall,	the	use	of	DVFx	to	create	computer-generated	images	indirectly	

has	shown	that	technology	has	opened	up	space	for	digital	artists	and	

filmmakers	to	use	their	imagination	and	creativity	further.	Although	creatures	

such	as	monsters	and	animals	have	been	created	without	the	use	of	DVFx	or	live	

animals	such	as	Ray	Harryhausen's	special	effects	work	on	a	charming	monster	

in	Mighty	Joe	Young	(1949),	at	least	DVFx	has	added	more	digital	creativity.	

	

In	the	Australian	film	productions,	the	use	of	DVFx	for	character	creation	is	a	

feature	of	Mad	Max:	Fury	Road	(2015).	In	this	movie,	the	commander	Imperator	

Furiosa,	played	by	Charlize	Theron,	has	no	left	hand	and	uses	a	mechanical	

robotic	hand.	There	is	a	scene	showing	War	Boys	attacking	Furiosa	when	she	is	

stranded	in	the	desert	after	taking	an	oil	tanker	to	Gas	Town	on	the	orders	of	

Immortan	Joe.	In	the	scene,	Furiosa	is	standing	in	the	desert	clearly	showing	her	

hands	and	the	scenes	were	produced	using	DVFx.	There	was	also	a	scene	
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showing	Furiosa	having	a	metal	prosthesis	in	place	of	her	left	hand.	DVFx	are	

also	used	to	create	creature.	In	the	opening	act	of	the	film,	a	man	appears	on	a	

hill	and	is	watching	something.	A	lizard	(computer-generated	image)	appears	

behind	the	man	and	he	eats	the	lizard	ravenously.	Other	films	from	Australia	

such	as	Iron	Sky	(2012)	and	The	Great	Gatsby	(2013)	have	no	assisted	or	DVFx	

characters	and	DVFx	are	primarily	used	in	other	visual	creations	such	as	

backgrounds	and	settings.	

	

	

	

	

	

	

	

Figure	4.10:	Furiosa	in	Mad	Max:	Fury	Road	(2015)	

	

Hence,	overall,	the	production	of	characters	and	creatures	using	DVFx	in	the	

films	demonstrates	the	level	of	creativity	and	magnificent	imagination	among	the	

creative	team	members.	All	the	characters	and	creatures	created	using	DVFx	are	

in	line	with	the	genre	and	narrative	style	of	the	films.	Based	on	the	analysis,	the	

films	from	Malaysia	and	India	have	more	fully	used	the	advantages	and	

techniques	in	the	creation	of	characters	and	creatures	than	the	films	from	

Australia.	For	example,	the	character	of	house	ghosts’	spirit	in	Seventh,	

Cicakman,	and	Superbro	in	Cicakman	3,	G-One	and	Ra-One,	and	also	Sahir	and	

Samar	in	Dhoom	3	are	more	noticeable	using	a	DVFx	compared	to	other	

characters	in	selected	Australian	films.	However,	from	the	aspect	of	creativity	

and	innovation,	Furiosa’s	character	in	Mad	Max:	Fury	Road	is	more	prominent	

than	other	characters	in	the	studied	films.	The	following	analysis	will	explore	the	

use	of	DVFx	in	the	creation	of	the	settings	of	the	films.	

	

b. Background	Settings	

Settings	showing	place	and	time	are	one	of	the	most	critical	elements	in	the	mise-

en-scene	that	help	to	drive	the	journey	of	a	story.	Through	proper	use	of	settings	
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such	as	background,	settings	will	help	the	audience	understand	the	story	better.	

In	this	analysis,	most	movies	use	DVFx	technology	to	create	a	place	and	time	

setting	that	fits	the	storyline.	There	are	also	several	films	that	use	creative	

imagination	to	produce	settings	such	as	in	historical	films	as	well	as	sci-fi	and	

drama	films.	From	the	analysis,	the	time	and	place	setting	in	these	films	can	

divided	into	two	groups.	The	first	uses	historical	periods	such	as	empires	of	

ancient	times	and	the	secondly	is	contemporary,	modern	and	futuristic	eras.	

	

	

	

	

	

	

	

	

Figure	4.11:	Setting	for	Baahubali:	The	Beginning	(2015)	

	

In	the	first	group,	the	historical	backgrounds	can	be	divided	into	those	before	

1900	and	after	1900.	Films	with	a	background	before	1900	are	Hikayat	Merong	

Mahawangsa	(2011)	and	Baahubali:	The	Beginning	(2015),	while	the	background	

is	after	1900	in	Tanda	Putera	(2103)	and	The	Great	Gatsby	(2013).	The	dramatic		

background	setting	also	created	in	the	Baahubali:	The	Beginning	(2015).	Most	

background	scenes	that	use	DVFx	are	inspired	by	nature	to	suit	the	background	

of	this	movie	that	relies	on	the	past.	The	imaginary	background	settings	in	the	

film	include	waterfalls	and	the	fantasy	park	before	the	Kingdom	of	Mahishmati.	

The	imagination	of	the	DVFx	artist	in	the	movie	is	powerful	with	the	creation	of	a	

lakeside	mountain	setting,	as	well	as	a	splendid	and	spectacular	setting.	The	

creativity	and	knowledge	of	the	DVFx	crew	on	old	palace	architecture	is	also	

seen	through	the	creation	of	the	Royal	Mahishmati	palace.	The	architecture	of	

the	castle	not	only	involves	the	external	aspect,	as	the	interior	architecture	is	

also	created	using	DVFx.	
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Similar	background	settings	are	also	seen	in	Hikayat	Merong	Mahawangsa	

(2011),	which	restores	the	imperial	empires	of	Rome,	China	and	Langkasuka	and	

also	the	Garuda	Tribe	headquarters	in	the	wilderness.	However,	the	scenes	that	

use	background	settings	of	the	Roman	and	Chinese	governments	are	too	limited	

compared	to	the	scenes	in	Baahubali:	The	Beginning.	The	background	setting	of	

the	film	is	mainly	the	Langkasuka	village	area	as	well	as	the	South	China	Sea	area	

throughout	the	journey	of	Merong	and	Prince	Marcus	to	the	Malay	Archipelago.	

Moreover,	DVFx	was	used	to	create	the	background	of	the	port	area	in	Goa,	India,	

the	location	where	the	Roman	Prince	Marcus	sought	Merong’s	help	in	their	trip	

to	find	Princess	Li	Hua.	Backgrounds	of	the	Merong	fighting	ground	and	the	

slaves	are	also	impressive	as	the	battlefield	created	using	DVFx	seems	to	take	

inspiration	from	the	Colosseum	in	Rome.	

	

The	background	settings	for	films	set	after	1900	also	show	excellent	quality	of	

DVFx	usage.	The	impressive	quality	is	demonstrated	by	the	production	of	The	

Great	Gatsby	(2013)	from	Australia,	which	created	a	background	of	suburban	

New	York	in	1929.	DVFx	are	used	to	create	architectural	buildings	and	the	city’s	

atmosphere	at	night	requiring	light	colour	balance	to	revive	realism	elements	in	

this	movie.	Also,	there	is	a	scene	showing	an	industrial	area	which	is	idle	and	

filled	with	industrial	residues	as	another	necessary	background	in	the	film.	The	

film	also	uses	a	background	of	a	luxury	bungalow	on	the	seafront	owned	by	

Gatsby	and	Tom.	Their	luxury	homes	are	also	produced	using	DVFx	involving	

exterior	and	interior	design	settings	because	these	scenes	are	deliberately	made	

by	using	a	3D	animation.	DVFx	are	also	used	in	the	Gatsby	flashback	scene	when	

a	small	star	starts	at	night	in	a	village	that	shows	the	beauty	of	the	stars	in	the	

sky.	The	flashback	scenes	showing	Gatsby	in	the	middle	of	the	night	were	also	

digitally	produced	using	DVFx.	
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Figure	4.12:	Setting	for	the	Film	The	Great	Gatsby	(2013)	

	

Another	movie	that	uses	a	background	setting	after	1900	is	Tanda	Putera	(2013),	

which	uses	the	background	of	1969	after	Malaya	gained	independence	from	the	

British	in	1957.	Hence	it	is	certain	that	most	of	the	background	settings	of	the	

film	use	DVFx	technology	in	most	scenes.	The	film’s	background	also	involves	

overseas	locations	such	as	Canada	and	London.	All	Tun	Razak	scenes	set	

overseas	use	a	computer-generated	image	with	the	green	screen	technique.	For	

example,	in	one	scene	Tun	Razak	receives	news	of	Tun	Dr	Ismail’s	death	when	he	

is	in	Canada.	There	is	also	a	scene	in	London	that	was	also	produced	through	

DVFx	when	Tun	Razak	is	diagnosed	with	cancer	in	a	private	hospital,	the	London	

Clinic.	

	

Films	using	modern	and	futuristic	background	settings	are	Seventh	(2014),	Jal	

(2013),	Fury	Road	(2015),	Ra-One	(2011),	Cicakman	3	(2015),	Dhoom	3	(2014)	

and	Iron	Sky	(2012).	In	short,	the	background	settings	and	the	location	of	the	

films	highlight	modern	imagery	such	as	a	modern	city	and	a	spaceship.	

Australia’s	Iron	Sky		showcases	the	best	DVFx	usage	through	space	background	

imagery	and	the	Nazi	military	headquarters	on	the	moon.	The	background	

setting	of	this	movie	uses	high-tech	intelligence	backgrounds	as	well	as	

experimental	labs.	A	high	level	of	DVFx	quality	is	shown	in	this	film	especially	in	

the	action	and	a	creative	simulation	of	the	moon	and	space	(refer	to	Figure	4.13).	

These	elements	will	be	explained	in	more	depth	in	the	second	part	of	the	visual	

analysis	in	the	creative	simulation	section.	

	

	



	 127		

	

	

	

	

	

	

	

Figure	4.13:	Space	Settings	in	Iron	Sky	(2012)	

	

	

	

	

	

	

	

	

	

Figure	4.14:	Background	Setting	of	Metrofulus	in	Cicakman	3	(2015)	

	

Cicakman	3	from	Malaysia	also	uses	DVFx	to	create	the	background	setting	of	a	

fantasy	country	called	Metrofulus.	As	seen	in	Figure	4.14,	the	production	team	

uses	DVFx	technology	to	transform	Putrajaya,	the	modern	and	advanced	

Malaysian	administrative	centre	to	Metrofulus	City,	a	modern-day	fantasy	city	

whose	architecture	is	influenced	by	European	civilization.	Examples	of	

Metrofulus	City	settings	in	this	movie	include	the	court,	police	station,	city	

centre,	a	theme	park	and	a	nightclub.	In	addition	to	using	buildings	in	Putrajaya	

recreated	with	DVFx,	the	background	of	the	movie	also	uses	a	circus	fun	park.	

The	background	location	‘Taman	Riang	Metrofulus’	(Metrofulus	Fun	Park)	can	be	

seen	in	the	scene	where	Cicakman	tries	to	save	his	wife	and	son	who	are	Super	

Bro’s	hostages.	The	use	of	DVFx	in	this	movie	to	create	the	background	settings	

are	notable	as	most	of	the	locations	in	this	movie	do	not	exist	in	the	real	world	

and	needed	great	imagination	and	creativity	from	the	creative	team	members.	
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The	Indian	films	Ra-One	and	Dhoom	3	use	transnational	location	settings	in	

Chicago,	United	States,	and	London,	England	as	well	as	India.	In	Ra-One,	the	start	

of	the	opening	act	uses	the	background	of	galaxies	to	show	the	greatness	of	the	

computer	game	characters	including	Ra-One,	who	boards	a	fantastic	motorcycle	

with	the	background	of	the	moon	to	travel	to	the	enemy’s	place.	The	first	act	of	

the	film	is	set	in	London	city	before	Sonia	returns	to	India	after	the	death	of	her	

husband,	Shektar.	The	film	also	uses	the	backdrop	of	Mumbai	city	in	India,	

featuring	Chhatrapati	Shivaji	Terminus	Railway	Station,	better	known	as	Victoria	

Terminus,	which	became	Mumbai’s	flagship,	in	a	digital	form.	Also,	as	the	film	

has	a	sci-fi	subgenre,	several	futuristic	scenes	are	fully	created	with	DVFx	as	in	

the	space	setting	and	the	creepy	video	game	battles.	This	setting	can	be	seen	in	

the	last	scene	of	the	movie	when	Ra-One	fights	with	G-One	to	show	who	is	the	

greatest	in	the	game.	

	

Dhoom	3	uses	a	location	in	Chicago	as	the	movie’s	main	setting.	Chicago’s	

background	is	widely	used	during	action	scenes	and	stunts,	while	DVFx	are	used	

during	the	scene	in	a	classical	English	theatre	where	Sahir	performs	an	acrobatic	

stage	show	in	act	one	and	two	of	the	narratives.	In	the	scene,	the	backdrop	of	the	

theatre	was	produced	using	DVFx	including	the	interior	decoration	of	the	hall,	

seen	as	Sahir	hangs	across	the	audience	in	the	hall.	The	setting	of	the	theatre	can	

also	be	seen	during	the	flashback	when	Sahir’s	father	is	building	the	Great	Indian	

Circus.	DVFx	was	used	to	create	the	hall’s	background	and	performances	in	two	

different	timelines,	when	Sahir	was	a	kid	with	his	father	and	when	Sahir	grew	up	

and	performed	in	a	prestigious	hall.	Next,	Jal	(2013)	from	India	and	Mad	Max:	

Fury	Road	(2015)	from	Australia	use	the	same	background	setting	of	wilderness	

and	deserts.	In	both	of	these	films,	DVFx	are	widely	used	for	creative	simulation	

purposes	such	as	a	sandstorm.	This	creative	simulation	will	be	discussed	further	

in	the	second	section	of	the	analysis.	

	

As	a	whole,	this	section	has	analysed	the	use	of	DVFx	for	background	settings	

that	suit	the	time	of	the	movies.	DVFx	such	as	the	use	of	2D	and	3D	animation,	

green	screen,	split	screen	and	CGI	are	used	to	create	background	settings	that	

indirectly	support	the	genre	and	film	narrative.	The	use	of	DVFx	for	most	of	the	
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films	is	very	high	quality,	primarily	the	fantasy	construction	and	audience	

imagination	as	seen	in	Baahubali:	The	Beginning	(India),	Iron	Sky	(Australia)	and	

Cicakman	3	(Malaysia).	The	next	section	will	focus	on	DVFx	usage	to	create	props	

and	objects	in	the	films.	

	

c. Props	and	Objects	

Props	and	objects	are	elements	of	mise-en-scene	that	reinforce	the	time	and	place	

settings	and	character	presentation.	According	to	Barsam	and	Monahan	(2013),	

props	in	artistic	films		involve	elements	such	as	furniture,	interior	decoration,	

fashion,	technology	and	objects	that	help	audiences	understand	the	characters,	

background,	and	the	place.	For	example,	a	film	set	in	the	1960s	should	use	

vehicles	or	fashions	from	that	decade	to	ensure	a	balance	of	realism	elements	

and	viewer	logic.	The	analysis	in	this	section	focuses	on	the	creation	of	objects	

using	DVFx	which	also	helps	in	narrative	performances	and	creative	visual	

presentation.	

	

The	typical	apparent	object	created	using	DVFx	in	most	movies	is	a	sculpture.	

Sculptures	can	be	seen	clearly	as	props	and	narratives	enhancement	in	Cicakman	

3	(2015)	from	Malaysia	and	also	Baahubali:	The	Beginning	(2015)	from	India.	In	

Cicakman	3,	a	sculpture	appears	in	a	Metrofulus	area	as	a	memorial	to	the	

superhero’s	sacrifice	to	overcome	crime	in	Metrofulus.	The	scenes	with	the	

Cicakman	sculpture	are	produced	using	DVFx	technology	and	can	be	seen	at	the	

beginning	of	act	one	when	the	sculpture	is	obscured,	dirty	and	ignored	because	

Cicakman	has	disappeared.	Man	finds	a	mysterious	box	on	the	sculpture	as	a	sign	

he	is	the	next	Cicakman.		

	

There	is	also	a	scene	showing	the	destroyed	Cicakman	sculpture	because	

residents	of	Metrofulus	feel	that	Cicakman	is	dead	and	the	new	superhero	Super	

Bro	has	replaced	Cicakman.	However,	in	the	last	scene	of	act	three,	the	

Metrofulus	City	Council	has	rebuilt	the	new	Cicakman	sculpture	as	Cicakman	

managed	to	beat	Super	Bro	and	to	save	Metrofulus.	Thus,	the	sculpture	of	

Cicakman	produced	using	DVFx	is	a	computer-generated	object	that	gives	

meaning	to	the	storyline	of	Cicakman	3.	The	poor	and	dirty	sculpture	at	the	
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beginning	of	the	movie	shows	the	previous	Cicakman,	while	the	scene	when	the	

sculpture	is	destroyed	is	a	representation	of	the	new	spirit	of	Cicakman	who	will	

beat	Super	Bro.	The	sculpture	is	also	a	symbol	of	the	society’s	recognition	of	the	

strength	and	courage	of	a	superhero.	

	

Furthermore,	objects	such	as	sculptures	are	also	widely	produced	digitally	in	

Baahubali:	The	Beginning	(2015)	from	India.	In	this	film,	a	giant	golden	statue	

can	be	seen	as	a	symbol	of	the	power	of	King	Balla	who	seeks	to	seize	the	

Kingdom	of	Mahashmati	from	Baahubali.	The	gold	statue,	named	Bhalla	Deva,	is	

digitally	generated	and	is	a	100-foot	tall	construction	in	front	of	the	palace	of	

Mahashmati,	which	symbolizes	the	power	of	the	kingdom	and	Balla.	There	is	a	

scene	where	Balla	comes	to	see	the	folks	of	Mahashmati	building	the	gold	statue,	

with	the	help	of	animals	such	as	elephants	(also	generated	by	computers).	Apart	

from	that,	a	statue	resembling	a	six-handed	god	is	also	a	digitally	created	object	

in	the	film	(refer	to	Figure	4.15).	The	six-handed	statue	can	be	seen	in	the	rituals	

or	ceremonies	of	Balla	as	Mahashmati	kingdom	is	inherited	by	King	Sivagami.	

The	mighty	statue	is	also	seen	during	the	war	between	the	kingdom	of	

Mahashmati	and	Kalakeya.	The	statues	taken	to	the	battlefield	are	symbolic	of	

the	splendour	and	majesty	of	the	Kingdom	of	Mahashmati.	Therefore,	the	

sculptures	created	in	the	film	symbolize	the	power	and	strength	of	Balla’s	

character	and	the	Kingdom	of	Mahashmati.	It	also	shows	that	digitally	created	

objects	can	have	particular	meanings	and	may	be	indirectly	required	by	the	

narrative	to	develop	the	storyline	and	characters.	

	

	

	

	

	

	

	

Figure	4.15:	Sculptures	in	Baahubali:	The	Beginning	(2015)	
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Apart	from	sculptures,	DVFx	are	also	used	to	create	other	objects	such	as	

weapons	and	interiors.	For	example,	weapons	such	as	guns,	knives,	machetes,	

axes,	arrows,	and	a	medieval	flail	are	used	in	many	of	the	movies	such	as	Tanda	

Putera	(2013),	Hikayat	Merong	Mahawangsa	(2011),	Baahubali:	The	Beginning	

(2015)	and	Dhoom	3	(2014).	In	Baahubali:	The	Beginning	there	is	also	a	scene	

where	Shiva	uses	a	substantial	red	cloth	and	is	coated	with	gasoline	and	flown	to	

Kalakeya’s	army.	Once	the	fabric	reaches	the	enemy,	fiery	arrows	are	aimed	at	

the	cloth	to	burn	all	the	soldiers.	From	this	research,	it	is	clear	that	selected	films	

from	Australia	do	not	use	DVFx	to	create	props	like	weapons	as	much	as	selected	

films	from	Malaysia	and	India.	This	is	because	most	props	and	objects	using	

DVFx	in	most	Australian	films	are	vehicles.	The	creation	of	DVFx	vehicles	is	more	

common	in	action	and	modern	movies.	For	example	in	Iron	Sky	(2012),	DVFx	

were	used	to	create	Nazi	military	spacecraft	on	the	moon	to	invade	the	planet.	

There	are	more	than	five	spaceships	created	digitally	in	this	movie.	The	creation	

of	these	spaceships	is	in	line	with	the	genre	of	the	film	and	contributes	to	the	

construction	of	the	fantasy	elements.	

	

In	Mad	Max:	Fury	Road	(2015)	modified	vehicles	and	background	settings	are	

also	produced	using	DVFx	especially	tankers	guided	by	Furiosa.	DVFx	were	used	

in	the	scene	when	Immortan	Joe’s	followers	dropped	the	tanker	using	a	crane	for	

use	by	Furiosa	in	the	search	for	oil	at	Gas	Town.	Apart	from	that,	vehicles	such	as	

yachts	are	also	among	the	objects	produced	using	DVFx.	In	The	Great	Gatsby	

(2013),	Gatsby’s	luxury	yacht	was	created	as	a	prop	to	support	Gatsby’s	

character	who	lives	in	luxury.	Also,	ancient	ships	are	the	vehicles	available	in	

Hikayat	Merong	Mahawangsa	(2011)	especially	during	the	scene	of	Prince	

Marcus	and	Merong	sailing	to	Malaya	and	during	the	battle	with	the	Garuda’s	

army	(refer	to	Figure	4.16).		
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Figure	4.16:	Ancient	Chinese	Junks	in	Hikayat	Merong	Mahawangsa	(2011)	and	
Spaceships	in	Iron	Sky	(2012)	

	

	

In	conclusion,	DVFx	are	creatively	used	to	create	characters	and	creatures,	

backgrounds	and	time	settings	as	well	as	props	and	objects	that	support	the	

construction	of	fantasy.	Movies	from	Malaysia	and	India	are	using	more	DVFx	in	

the	creation	of	settings	and	props	which	reference	traditional	symbols	and	

meanings	within	Asian	culture.	This	finding	is	in	line	with	Pugsley's	(2013)	view	

that	such	traditional	references		are	widely	used	in	Asian	films	made	in	China,	

Malaysia,	India,	and	Japan,	frequently	portraying		art	and	architectural	styles.	

Without	DVFx	it	would	be	impossible	to	create	ghost	spirits,	animals	as	well	as	

characters	with	distinctive	physical	characteristics.	Settings	in	ancient	times	and	

futuristic	elements	such	as	space	can	be	produced	through	DVFx.	Props	and	

custom	objects	are	also	created	elements	that	help	strengthen	the	story	and	

enhance	the	narrative.	The	following	analysis	will	evaluate	the	DVFx	used	in	

creative	simulations	in	the	films.	

	

4.5.2	Creative	Simulation		

In	this	second	analysis,	the	focus	of	the	exploration	will	be	on	the	use	of	DFVx	in	

creative	simulations.	Creative	simulation	in	this	research	means	any	scene	

produced	using	DVFx	because	the	action	would	be	harmful,	complicated	or	costly	

if	it	was	done	in	a	‘real’	or	‘natural’	situation	during	the	production.	The	assessed	

elements	in	this	analysis	are	action	scenes	or	stunts,	explosions,	murder	and	

death	scenes,	and	any	form	of	natural	disaster	such	as	rain,	storms	and	so	forth.	
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a.	Digital	Multitude	

The	first	creative	simulation	analysed	in	this	section	is	the	‘digital	multitude’	

described	by	Whissel	(2014).	Digital	multitude	refers	to	computer-generated	

armies,	swarms,	armadas	and	hordes	that	are	produced	to	highlight	massive	

quantities	of	people,	with	as	many	as	hundreds	of	thousands	of	digital	beings.	

The	use	of	digital	multitude	is	cost	effective	because	creating	a	scene	with	many	

additional	actors	is	very	expensive.	Digital	multitude	scenes	were	seen	in	

Hikayat	Merong	Mahawangsa	(2011),	Baahubali:	The	Beginning	(2015),	Iron	Sky	

(2012)	and	Mad	Max:	Fury	Road	(2015).	All	the	‘digital	multitudes’	in	the	films	

appear	in	scenes	of	war	with	a	large	number	of	armies	and	soldiers	to	symbolize	

strength	and	power.	The	most	effective	use	of	DVFx	for	a	digital	multitude	is	in	

Baahubali:	The	Beginning	(2015)	in	Baahubali’s	battle	of	Balla,	which	attempted	

to	defend	the	Mahashmati	Kingdom	from	Kalakey’s	attack	(refer	to	Figure	4.17).		

	

	

	

	

	

	

	

	

Figure	4.17:	Digital	Multitude	in	Baahubali:	The	Beginning	(2015)	and	Hikayat	
Merong	Mahawangsa	(2011)	

	

In	the	scene,	creative	simulations	are	used	to	create	the	forces	in	the	battle	as	

they	struggle	for	power.	The	scene	shows	Queen	Sivagami	wanting	to	see	

Baahubali’s	and	Balla’s	strategy	against	the	enemy	of	King	Kalakeya.	The	most	

climactic	scene	shows	Baahubali	searching	for	a	large	cloth	to	burn	the	Kalayese	

army.	Similar	scenes	can	also	be	seen	in	Hikayat	Merong	Mahawangsa	(2011)	

when	the	soldiers	of	the	Kingdom	of	Langkasuka	battle	with	Garuda	tribesmen.	

The	creative	simulation	shows	the	Chinese	Emperor	sending	warships	from	

China	as	an	aid	to	Merong	and	Prince	Marcus	who	must	ward	off	the	Garuda	

tribes’	attack.	There	is	a	scene	in	which	Merong	devises	a	strategy	of	collecting	
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archers	from	the	villages	and	continuing	to	attack	when	the	Garuda	army	lands.	

Thousands	of	arrows	falling	like	rain	on	Garuda’s	army	are	among	the	best	

creative	simulations	in	the	film.	

	

Iron	Sky	(2012)	features	a	digital	multitude	from	the	aspect	of	a	fleet	of	ships	

sent	by	Nazi	troops	from	the	moon	to	the	earth	in	a	battle	with	a	spacecraft	

located	at	the	US	Space	Station.	Creative	simulations	can	also	be	seen	in	this	

movie	when	the	fleet	ships	are	given	blast	effects	due	to	space	attacks.	Also,	

there	is	a	scene	that	shows	a	very	crowded	line-up	of	Nazi	forces	waiting	for	

instructions	from	the	Nazi	leader,	feeling	that	they	have	been	attacking	the	

inhabitants	of	the	earth	who	are	thought	to	be	aliens.	While	in	Mad	Max:	Fury	

Road	(2015),	a	digital	multitude	features	in	a	scene	of	people	who	became	slaves	

to	Immortan	Joe	looking	forward	to	water	flowing	from	a	dam	(refer	to	Figure	

4.18).		

	

	

	

	

	

	

	

	

Figure	4.18.	Digital	Multitudes	in	Iron	Sky	(2012)	and	Mad	Max:	Fury	Road	(2015)	

	

The	film	also	features	a	militant	group	led	by	Immortal	Joe	and	the	War	Boys	

army,	also	produced	through	the	use	of	DVFx.	As	mentioned	earlier,	apart	from	

reducing	production	costs,	a	digital	multitude	in	a	film	is	a	representation	of	the	

power	and	strength	of	a	character	in	the	film.	Hence,	not	surprisingly,	many	of	

the	digital	multitude	scenes	involve	actions	such	as	battles	between	the	two	

tribes	as	proof	of	power	and	strength.	
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b.	Explosions	and	Blood	

The	analysis	also	found	that	most	of	the	movies	used	DVFx	in	shootings	and	

explosions	scenes.	Although	these	elements	are	invisible	DVFx,	the	researcher	

can	identify	the	scenes	based	on	the	photorealism	aspect.The	investigation	also	

found	that	shootings	and	explosions	are	widely	used	in	action	and	adventure	

genre	movies.	Shooting	scenes	take	place	in	films	such	as	Tanda	Putera	(2013),	

Hikayat	Merong	Mahawangsa	(2011),	Cicakman	3	(2015),	Ra-One	(2011),	Dhoom	

3	(2014),	Baahubali;	The	Beginning	(2015),	Mad	Max:	Fury	Road	(2015)	and	The	

Great	Gatsby	(2013).	DVFx	are	also	widely	used	for	explosive	action	involving	

destroying	buildings,	battle	action,	and	the	war	in	space.	Most	films	from	India	

dare	to	use	imagination	in	such	scenes.	This	creative	imagination	is	evidenced	by	

the	film	Ra-One	(2011)	which	produced	a	unique	building	destruction	simulation	

when	Chhatrapati	Shivaji	Terminus	Railway	Station	in	the	film	was	destroyed	

and	collapsed	as	a	result	of	fighting	between	Ra-One	and	G-One	on	a	train	in	the	

previous	scene	(refer	to	Figure	4.18).	The	scenes	were	created	using	DVFx	and	

showed	the	actors	using	their	imagination	to	run	away	from	the	area	as	it	began	

to	be	wiped	out.	There	are	also	several	buildings	and	other	landmarks	that	are	

destroyed	in	this	film,	and	the	scenes	are	produced	through	DVFx	creative	

simulation.	However,	there	was	a	slight	flaw	in	the	scene	when	the	researcher	

was	able	to	see	the	creative	simulation	done	through	computer-generated	

images,	which	reduced	the	realistic	impact.		

	

	

	

	

	

	

	

Figure	4.19:	Creative	Simulation	in	Ra-One	(2011)	and	Tanda	Putera	(2013)	

	

The	same	effect	also	occurred	in	Tanda	Putera	(2013)	when	there	was	a	scene	

where	the	Kuala	Lumpur	landmark,	the	National	Monument,	was	bombed	by	

those	who	created	racial	provocations	at	that	point.	In	this	scene,	Tun	Razak	
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dreams	of	a	worse	situation	when	there	is	a	party	trying	to	spark	a	fuss	by	

throwing	bombs	at	the	National	Monument.	The	National	Monument	

commemorates	the	independence	fighters	in	Malaya	at	that	time.	These	

imaginations	and	simulations	are	however	can	be	detected.	This	is	also	the	case	

in	other	scenes	of	simulated	fire	and	explosions	in	the	film.	The	explosion	and	

fire	simulations	in	the	film	do	not	use		and	can	cause	the	audience	to	feel	the	

scene	used	low-budget	DVFx.	Dhoom	3	(2014)	features	action	scenes	in	which	

Sahir	escapes	from	the	police	using	a	motorcycle	that	can	run	on	a	rope	and	can	

turn	into	a	jet	ski	when	in	the	water.	In	this	scene,	DVFx	are	used	when	police	

cars	and	bank	buildings	are	damaged	as	well	as	for	guns	firing.	Also,	there	is	a	

scene	in	which	Sahir	runs	vertically	up	the	Bank	of	Chicago	building	with	many	

flying	pieces	in	the	background.	The	creative	simulation	can	provide	realism	and	

logic	for	audiences	because	it	suits	the	scene’s	entertainment	and	action	

demands.		

	

Next,	scenes	of	injuries	and	bleeding	are	amongst	the	most	horrific	scenes	for	the	

audience.	As	such,	the	duration	of	such	simulations	is	not	much	longer	than	

shootings	or	explosions.	In	this	study,	injuries	and	bleeding	events	are	used	in	

the	production	of	action	genre	movies	such	as	Fury	Road	(2015),	Hikayat	Merong	

Mahawangsa	(2011)	and	Baahubali	(2015).	Drama	genres	like	Jal	(2013)	and	

The	Great	Gatsby	(2013)	also	use	this	kind	of	creative	simulation	but	only	involve	

minor	injuries.	

	

c.	Natural	Disasters	

Productions	from	all	three	countries	use	DVFx	well	for	creative	simulations.	The	

Australian	productions	in	particular	demonstrate	more	realistic	and	convincing	

simulations	primarily	in	the	creation	of	natural	disasters.	This	is	evident	in	the	

three	Australian	films,	which	creatively	use	creative	simulations	for	scenes	

involving	nature	such	as	sandstorms	in	Fury	Road	(2015).	In	this	movie,	when	

Max	and	Furiosa	escape	from	the	War	Boys,	DVFx	creative	simulation	is	used	to	

create	a	sandstorm	in	the	desert	and	lightning	strikes.	The	same	quality	is	also	

shown	at	the	start	of	the	film	when	there	is	a	scene	showing	a	dark	area	

destroying	the	trees	growing	in	the	area.	The	condition	has	caused	the	area	to	
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become	a	desert.	The	vehicles	pursuits	and	explosions	in	the	film	are	better	than	

in	the	other	films	and	the	film	lifts	the	narrative	basis	of	the	action	genre.		

	

	

	

	

	

	

	

Figure	4.20:	Sandstorm	Simulation	Comparison	in	Mad	Max:	Fury	Road	(Australia,	
2015)	and	Jal	(India,	2013)	

	

Sandstorms	also	appeared	in	Jal	(2013)	from	India.	Based	on	Figure	4.19,	the	

resulting	sandstorm	in	Jal	did	not	achieve	as	much	photorealism	as	Mad	Max:	

Fury	Road	(2015).	In	the	movie	The	Great	Gatsby	(2013),	creative	simulations	are	

used	to	show	seasonal	changes	throughout	the	storytelling.	Season	changes,	

especially	winter,	are	visible	and	comparable	as	the	scenes	use	Gatsby’s	

luxurious	house	backdrop	as	a	permanent	object.	Also,	Gatsby’s	flashback	to	

when	he	was	a	little	boy	left	in	a	boat	and	forced	to	weather	the	turbulent	sea	at	

night	also	showed	a	convincing	creative	simulation.	

	

Overall,	the	use	of	DVFx	for	creative	simulation,	as	discussed,	has	shown	the	

difference	in	the	quality	of	usage	among	the	three	countries.	The	quality	creative	

simulation	is	shown	in	films	from	Australia	in	the	creation	of	weather	conditions	

and	aspects	of	destruction	or	disaster.	Films	from	India	and	Malaysia	have	

elements	with	little	photorealism	or	logic,	but	these	produced	scenes	are	still	

able	to	support	the	presented	narrative.	The	following	analysis	will	evaluate	the	

use	of	DVFx	to	enhance	the	visual	elements	of	the	analysed	films.	

	

4.5.3	Visual	Enhancement	

In	this	section,	the	analysis	will	focus	on	the	use	of	DVFx	to	generate	visual	

improvements	such	as	the	use	of	animation	in	the	opening	titles,	transitions,	and	

certain	other	scenes.	The	opening	title	is	a	must-have	element	in	a	movie.	The	
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opening	title	is	usually	used	before	the	start	of	the	opening	act	or	after	the	

opening	act,	and	before	the	start	of	act	one.	Typically,	the	opening	title	will	take	

less	than	five	seconds	before	the	start	of	the	next	scene.	Based	on	the	analysis,	

more	than	80%	of	the	films	in	this	study	use	3D	and	2D	animation	styles	in	their	

opening	film	titles.	The	type	of	animated	presentation	also	depends	on	the	story	

genre.	For	example,	action	films	such	as	Mad	Max:	Fury	Road	(2015),	Iron	Sky	

(2011),	Baahubali:	The	Beginning	(2015)	and	Hikayat	Merong	Mahawangsa	

(2011)	use	‘hard’	elements	and	suspense	in	the	creation	of	their	opening	titles	

such	as	the	selection	of	font	style	and	dark	colours.	The	animation	is	different	

from	movies	in	the	drama	genre	such	as	Tanda	Putera	(2013),	Jal	(2013)	and	The	

Great	Gatsby	(2013),	which	do	not	focus	on	DVFx	usage	for	the	opening	elements	

but	focus	on	transitional	elements	instead.	

	

	

	

	

	

	

	
Figure	4.21:	Opening	Titles	for	Iron	Sky	(2012)	and	Hikayat	Merong	Mahawangsa	

(2011)	
	

	

	

	

	

	

	

Figure	4.22:	Examples	of	the	Use	of	Animation	in	Hikayat	Merong	Mahawangsa	
(2011)	and	The	Great	Gatsby	(2013)	

	

Apart	from	the	opening	title,	animated	DVFx	are	also	used	in	the	transition	from	

one	scene	to	another.	Various	forms	of	animation	are	used.	For	example,	Tanda	

Putera	(2013)	and	Cicakman	3	(2015)	use	an	animation	of	the	front	page	of	a	
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newspaper	as	a	creative	visual	presentation	and	enhancement	to	the	conclusions	

of	the	plot	occurring	in	a	specific	scene	before	the	start	of	a	new	scene.	The	use	of	

the	transition	in	Cicakman	3	(2015)	further	features	creative	elements	through	

the	use	of	comic	templates,	which	are	commonly	used	in	Marvel	comic	films.		

Historical	films	such	as	Hikayat	Merong	Mahawangsa	(2011)	and	Baahubali:	The	

Beginning	(2015)	also	use	graphic	animations	of	maps	as	a	transition	element	

and	visual	enhancement	to	illustrate	the	journey	of	a	character	(refer	to	Figure	

4.22).	An	exception	is	Ra-One	(2011),	which	uses	a	full	cartoon	animation	

transition	as	a	supporting	narrative	given	that	Ra-One	is	a	character	in	a	digital	

computer	game.	The	Great	Gatsby	(2013)	from	Australia	uniquely	presents	a	

graphic	through	the	backdrop	of	Nick’s	dialogue	in	a	frame.	In	the	scene,	Nick’s	

dialogue	is	included	in	the	form	of	animations	to	facilitate	the	audience	reading	

the	contents	of	the	letter	written	by	Nick.	

	

4.6	Chapter	Summary	

All	the	analyzed	films	are	can	also	be	known	as	digital	cinemas.	According	to	

Rogers	(2013),	digital	cinema	refers	to	movies	that	integrate	digital	technology	

at	certain	stages	in	filmmaking,	including	distribution	or	exhibition	processes.	

However,	the	process	of	influencing	digital	technology	in	cinema	was	quite	slow,	

including	the	use	of	special	effects,	sounds,	and	editing	techniques.	The	concept	

of	digital	cinema	also	became	a	powerful	force	in	the	industrial	and	popular	

media	around	the	late	1990s	since	it	was	seen	as	the	dominant	force	in	

transforming	cinema.	

	

In	terms	of	the	impact	of	DVFx	technology,	Rogers	(2013)	states	that,	at	the	time,	

digital	cinema	was	divided	into	two	trends.	The	first	is	the	interest	in	big-budget	

digital	visual	effects	in	films,	and	the	second	is	the	creation	of	high-quality,	low	

budget	films	through	the	introduction	and	popularity	of	digital	cameras	and	

editing	software.	Rogers's	opinion	indirectly	summed	up	the	differences	

between	the	cinema	and	the	DVFx	industry	in	the	three	countries.	First,	is	from	

aspects	of	the	different	industrial	size.	The	analysis	shows	that	all	film	samples	

have	different	capacities	in	each	country.	For	example,	every	movie	has	different	

aspects	of	the	budget,	production	regimes,	teams,	and	distributors	countries.	The	
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production	from	Malaysia	is	small	in	terms	of	budget	and	the	involved	team's	

members	compared	to	India	and	Australia	who	have	been	involved	in	the	co-

production	of	big-budget	films	such	as	Dhoom	3,	Baahubbali	and	The	Great	

Gatsby.	This	is	what	Rogers	describes	as	the	first	trend	of	the	impact	of	DVFx	

technology	on	the	film	industry,	which	has	made	a	difference	in	the	aspects	

mentioned.		

	

The	second	trend	can	be	seen	in	the	creative	aspects	of	the	use	of	visual	effects	

through	three	DVFx	functions,	as	described	by	Venkatasawmy	(2012).	Although	

the	analysis	in	this	section	does	not	detect	the	use	of	equipment,	the	results	

show	that	despite	the	differences	in	capacity	in	each	country,	the	quality	of	DVFx	

produced	has	shown	a	high	degree	of	skill	and	creativity.	Based	on	the	analysis,	

DVFx	technology	has	performed	many	functions	in	selected	Malaysia,	India	and	

Australia’s	film	sample,	both	in	narrative	enhancement	and	visual	performance.	

The	trend	analysis	indirectly	demonstrated	that	the	use	of	technology	such	as	

DVFx	for	visual	performance	and	narrative	enhancement	has	irreversibly	altered	

the	relationship	between	cinema	spectators	and	film	text.		

	

The	structural	analysis	in	this	study	has	shown	that	the	classification	of	the	

genre	and	narrative	structure	in	the	film	sample	can	be	performed	using	DVFx	

scenes.	For	example,	most	movies	using	DVFx	for	creation	of	place	and	time	

backgrounds,	fantasy	elements	and	simulations,	creatures	and	props	have	

simplified	the	process	of	identifying	genres	and	narratives	in	the	selected	film	

samples	rather	than	relying	solely	on	scripts.	Wehrmann	and	Barros	(2017)	

state	that	genre	classification	in	a	film	is	a	multi-label	problem	because	it	cannot	

be	directly	pinpointed	from	a	single	movie	frame.	So	the	findings	of	this	analysis	

have	proven	that	DVFx	can	serve	as	a	tool	in	identifying	the	genre	of	a	film.	

	

Next,	viewing	the	movie	scenes	using	DVFx	as	text	provides	a	new	perspective	on	

imaginative	analysis,	which	represents	‘realism’	in	real	movies	and	realities.	The	

iconographic	analysis	showed	that	DVFx	contributes	to	the	cinematic	experience	

in	each	sample	film	in	each	country.	The	analysis	also	showed	that	most	movies	

that	use	DVFx	for	character	creation	use	computer-generated	imagery	(CGI)	
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techniques.	This	trend	demonstrates	the	potential	for	future	films	to	lift	critical	

characters	through	the	use	of	DVFx,	no	longer	focusing	on	actual	actors.		

	

Hence,	as	a	whole,	the	film	industries	in	Malaysia,	India	and	Australia	have	

shown	the	development	of	DVFx	techniques	especially	in	narrative	enhancement	

and	visual	performance.	The	findings	in	this	chapter	demonstrate	the	progress	of	

the	DVFx	industry	and	the	potential	that	exists.	This	can	be	seen	in	the	techno-

creativity	and	narrative	enhancement	tools	used	in	the	selected	films.	The	next	

chapter	will	discuss	the	findings	obtained	through	interviews	with	DVFx	experts	

to	examine	the	potential	of	DVFx	as	tools	and	support	among	visual	effects	

experts	and	artists	within	the	film	industries	in	Malaysia,	India	and	Australia.	
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CHAPTER	5	

	

TECHNO-CREATIVITY	
	

5.1	Introduction	

This	chapter	discusses	the	findings	of	in-depth	interviews	conducted	with	

informants	from	Malaysia,	India	and	Australia.	Specifically,	this	chapter	will	

answer	the	question	of	how	the	globalization	of	technology	can	have	an	impact	

on	ideas	about	creative	narrative	and	digital	visual	presentation	in	order	to	

explore	the	ways	in	which	technology	globalization	impacts	creativity	and	digital	

visual	performances	in	the	production	of	a	film	using	DVFx	in	these	three	

countries.	The	different	and	unique	capacities	of	the	Malaysian,	Indian	and	

Australian	film	industries	and	their	progress	and	experience	will	provide	

powerful	and	rich	data.	The	analysis	in	this	chapter	focuses	on	DVFx	

development	as	an	instrument	of	techno-creativity	among	DVFx	experts	and	

visual	effects	artists	including	visual	effects	supervisors,	artists,	producers,	

directors	and	academics.	The	justification	for	the	selection	of	DVFx	experts	in	

this	study	is	to	enable	the	researcher	to	contribute	to	the	field	of	media	and	

creativity	studies	knowledge	gained	from	the	practitioners’	perspectives.		

Analysis	in	this	chapter	is	also	based	on	the	first	system	in	Csikszentmihalyi’s	

creative	system	views	that	measure	how	individuals	interact	with	the	

technology.	

	

The	discussion	of	techno-creativity	is	divided	into	four	subthemes:	creativity	

definition,	creativity	measurement,	creative	support	tools	and	creative	

influences.	Subsequently,	chapter	six	evaluates	the	use	of	DVFx	as	a	visual	tool	

for	storytelling	or	narrative	techno-enhancement.	As	a	result	of	the	data	analysis,	

four	subthemes	have	emerged	under	the	narrative	techno-enhancement	theme,	

which	are:	the	factors	that	cause	filmmakers	to	choose	to	use	DVFx,	creative	

team,	narrative	enhancement	and	narrative	distraction.	The	discussion	in	this	

chapter	also	emphasizes	the	digital	aspects	of	narrative	and	interactivity,	
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considering	the	fact	that	digital	narrative	presentation	is	a	form	of	digital	

communication	with	the	audience.	Furthermore,	the	findings	also	focus	on	the	

impact	of	DVFx	on	narratives	and	whether	they	enhance	or	distract	from	the	

storytelling.	

	

Table	5.1:	List	of	Informants	by	Country	

	

Country Name Position 

Malaysia MAS1 VFx Supervisor 

MAS2 VFx Artist 

MAS3 VFx Artist 

MAS4 VFX Supervisor 

MAS5 Producer 

MAS6 Academic 

MAS7 Producer/Director 

India IND1 VFx Supervisor 

IND2 Producer/Academic 

IND3 VFx Supervisor 

IND4 VFx Supervisor 

IND5 VFx Supervisor 

IND6 VFx Supervisor 

IND7 VFx Artist 

Australia AUS1 VFx Artist 

AUS2 VFx Supervisor 

AUS3 VFx Artist 

AUS4 VFx Supervisor 

AUS5 Producer 

AUS6 Producer 

AUS7 VFx Artist 

	

	

Table	5.1	shows	the	informants’	backgrounds.	There	were	seven	interviewees	

from	each	country,	making	a	total	of	21.	These	people	are	professionals	working	

for	several	film	production	and	digital	visual	effects	companies	and	also	film	

study	scholars.	The	informants	are	comprised	of	three	main	groups:	academics;	
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producers	and	directors;	and	visual	effects	supervisors	and	visual	effects	artists.	

All	informants	have	more	than	five	years’	experience	in	their	respective	fields	of	

expertise	and	have	a	record	of	national	recognition	through	awards	for	film	

projects	they	produced.	Academics	were	selected	as	informants	in	this	research	

to	discover	any	different	or	similar	views	on	DVFx	technology	from	a	theoretical	

and	academic	point	of	view.	Furthermore,	they	also	include	what	

Csikszentmihalyi	refers	to	as	‘gatekeepers’	in	the	field	(Velikovsky,	2016).	Both	

selected	academics	are	scholars	in	the	area	of	film	studies	and	media	technology.		

	

The	interview	sessions	were	conducted	between	June	and	August	2017	for	both	

Malaysia	and	India	while	interviews	in	Australia	were	conducted	in	April	2018.	

The	interviews	were	conducted	in	a	semi-structured	form	with	prepared	

questions	at	the	respective	informants’	work	premises.	Interviews	in	India	and	

Australia	were	conducted	in	English	meanwhile	in	Malaysia,	some	interviews	

were	did	in	Malay	and	later	translated	into	English.	All	interviews	were	audio	

recorded.	Subsequently,	the	interview	recordings	were	transcribed.	The	content	

of	the	interviews	was	analysed	through	NVivo	11	software,	which	enabled	me	to	

divide	the	data	into	several	major	themes,	basic	themes	and	keywords.	

According	to	Braun	and	Clarke	(2013),	the	selected	themes	should	appear	

inductively	or	deductively.	Therefore,	I	chose	to	use	a	deductive	method	based	

on	the	question	and	purpose	of	this	study.	A	total	of	12	subthemes	were	obtained	

from	the	transcribing	process.	I	divided	these	12	subthemes	into	three	main	

themes:	techno-creativity,	narrative	techno-enhancement	as	well	as	DVFx	

spectacle	and	audience	taste.	Table	5.2	shows	the	subthemes	and	major	themes	

that	were	obtained	from	the	data.	

	

Table	5.2:	Subdivision	of	Subthemes	and	Key	Themes	

	

Research aim Subtheme Theme 

 

How DVFx serve as techno-

creativity and narrative techno-

enhancement 

Creativity definition  Techno-creativity 

Creative measurement 

Creative support tools 
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Creative influences 

Factors in choosing DVFx Narrative techno-

enhancement Creative team 

Narrative enhancement 

Narrative distraction 

To analyse audiences’ changing 

tastes and DVFx spectacular 

elements 

DVFx in production  DVFx spectacle & 

audience taste Audience impact 

Challenges 

The future of DVFx 

	

	

The	results	of	these	in-depth	interview	sessions	will	answer	how	DVFx	

technology	can	be	used	as	an	agent	in	the	form	of	technology-based	creativity	or	

techno-creativity	as	well	as	the	elements	contributing	to	the	narrative	

enhancement	of	film	storytelling.	Hence,	based	on	the	input	from	all	informants,	

eight	subthemes	have	been	identified:	creativity	definition,	creative	

measurement,	creative	support	tools,	creative	influences,	factors	in	choosing	

DVFx,	creative	team,	narrative	enhancement	and	narrative	distraction.	The	last	

four	subthemes,	DVFx	in	production,	audience	impact,	challenges	and	the	future	

of	DVFx,	have	formed	a	major	theme	of	DVFx	spectacle	and	audiences’	tastes	to	

measure	audiences’	changing	tastes.	The	discussion	in	this	section	will	be	

explained	further	in	chapter	seven.		

	

5.2	Revolution	in	Creativity-Based	Technology	

Human	creativity	has	been	evolving	along	with	technological	progress	and,	as	

Rakhe	(2012)	suggests,	it	has	thus	far	reached	three	historical	milestones.	It	is	

undeniable	that	creativity	has	existed	before	the	creation	of	technology,	but	

these	three	phases	show	how	human	creativity	has	evolved	as	a	result	of	the	

technology	revolution.	First,	creativity	and	technology	have	existed	starting	the	

invention	of	the	printing	press,	the	second	was	the	creation	of	the	camera	and	

the	third	is	the	emergence	of	computers.	The	first	wave	began	in	1438	through	

the	creation	of	printing	technology	and	the	second	wave	in	the	fifth	century	

through	the	creation	of	cameras.	Thus,	a	third	wave	of	creativity,	known	as	
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techno-creativity,	emerged	after	the	great	advances	in	computer	processing	

ability	and	storage	around	the	early	1990s.	Starting	from	this	phase,	technology-

based	creativity	has	been	growing	rapidly	from	day	to	day,	including	in	the	film	

area.	This	phase	has	provided	a	new	landscape	primarily	involving	shooting	

techniques	and	film	editing	that	significantly	depends	on	the	use	of	digital	

cameras	and	post-production	creative	software	like	DVFx.	

	

This	clearly	shows	that	technological	advancements,	especially	in	the	field	of	

filmmaking,	have	made	it	possible	to	produce	more	creative	works,	both	from	

the	narrative	and	technical	aspects	of	production.	Hence	this	digitization	also	

opens	another	unique	combination	between	‘creativity’	and	‘technology’.	

Starting	with	the	emergence	of	computer	technology,	most	of	the	work	done	by	

human	beings	has	been	gradually	taken	over	by	technology.	Pacauskas	and	

Rajala	(2017)	state	that	creativity	is	a	unique	and	difficult	process	to	acquire	by	

computer	or	technology,	but	technology	can	be	used	as	a	support	or	tool	in	the	

human	creative	process.	Therefore,	how	far	technology	affects	the	creativity	of	a	

human	being	is	an	open	question	and	is	an	important	aspect	to	be	understood	

and	studied.	Scholars	such	as	Muller	and	Ulrich	(2013)	state	that	the	critical	

perspective	to	be	given	attention	is	the	differentiated	ideas	and	clashes	between	

two	different	identities,	humanity	and	technology.	‘Technology’	is	not	an	identity,	

but	it	does	have	an	impact	upon	human	identity.	However,	it	cannot	be	denied	

that	technology	has	an	equally	important	role	in	the	processes	of	making	and	

remaking	the	domain	of	creativity	in	given	historical	periods.		

	

According	to	Rakhe	(2012),	previous	research	on	technologically	grounded	

creativity	or	‘techno-creativity’	emphasized	the	diversity	of	theories,	campaigns	

and	views	in	the	various	fields.	This	means	that	techno-creativity	involves	a	

range	of	different	approaches	and	perspectives	from	those	in	academia	to	those	

of	creative	practitioners.	Techno-creativity	can	also	be	a	platform	to	analyse	

different	reactions	to	the	use	of	technology	that	leads	to	a	proliferation	of	

creative	ideas.	Therefore,	in	order	to	answer	the	second	question	in	this	

research,	this	chapter	will	assess	how	the	use	of	digital	visual	effects	(DVFx)	

technology	serves	as	a	tool	or	agent	of	‘techno-creativity’	amongst	creative	or	
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industry	players,	especially	in	the	film	industry.	In	addition,	this	section	will	also	

answer	the	question	of	how	DVFx	can	contribute	to	the	characterization	of	

technology-based	creativity.		

	

5.2.1	Creativity	and	Technology	

According	to	Jarvi	and	Fiegenbaum	(2014),	previous	studies	have	focused	on	

three	perspectives	on	creativity	research	including	individuals,	groups	or	

organizations.	Simonton	(2004)	reported	similar	findings,	describing	a	film	not	

as	a	direct	result	of	the	work	of	a	director	but	the	collective	creation	of	a	large	

number	of	separate	people.	Hence,	this	suggests	that	group	work	is	one	of	the	

important	factors	that	contribute	to	the	success	and	creativity	of	a	film.		

However,	this	thought,	in	fact,	contradicts	the	views	that	have	been	expressed	by	

Foucault	concerning	the	auteur	theory	that	the	director	is	a	'writer'	of	a	film.	

Foucault	has	also	noted	that	the	author's	function	does	not	refer	to	a	real	

individual	since	it	can	give	rise	to	several	selves	and	subjects.	The	positions	can	

be	occupied	by	different	classes	of	individuals	(Foucault,	1969)	

	

The	second	perspective	focuses	on	scholarship	and	literature	in	the	broader	field	

of	creativity	as	an	economic	industry	and	cultural	product.	In	this	perspective,	

the	creative	role,	talent	and	creative	individuals	are	particularly	emphasized	in	

terms	of	intellectual	property	creating	money-based	profit	opportunities,	but	

there	is	also	a	focus	on	innovation	policies	that	support	the	creative	aesthetic.		

This	was	when	the	creative	industry	emerged	as	a	form	of	government	policies	

that	swept	through	most	countries	in	the	early	1990s.	As	Jones,	Svejenova,	

Pederson,	&	Townley	(2016)	have	stated,	the	creative	industry	has	become	a	

phenomenon	that	brings	changes	to	the	cultural,	social,	and	economic	aspects	of	

a	country,	including	the	film	industry	and	digitalisation.	More	than	that,	scholars	

such	as	Daniel	(2017),	Bank	&	O’Connor	(2017),	Hartley	(2015)	and	Abbasi,	

Vassilopoulou	and	Stergioulas	(2017)	have	also	highlighted	the	importance	of	

creative	industries	with	the	advancement	of	technology	and	global	market.	

Next,	the	third	perspective	is	a	continuation	of	the	second,,	involving	national	

heritage	such	as	cultural	products	and	national	identity,	which	are	prerequisites	

for	the	development	of	a	creative	industry	of	a	country.	In	this	aspect,	the	
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production	of	a	film	is	included	in	the	elements	of	national	heritage	and	cultural	

products	with	other	cultural	heritage	products	such	as	architecture,	dance	and	

visual	art.	

	

It	is	thus	evident	that	the	three	perspectives	on	creativity	that	Jarvi	and	

Fiegenbaum	name	actually	focus	on	different	levels	of	analysis	in	defining	and	

evaluating	creativity.	The	first	perspective	is	more	geared	towards	analysis	at	a	

micro	(individuals)	and	meso	(groups	and	organizations)	level,	while	the	second	

and	third	perspectives	focus	on	analysis	at	the	macro	level	such	as	industry	and	

institutional	environment.	Based	on	these	stages	of	micro,	meso	and	macro,	I	

consider	that	it	is	important	to	look	at	the	interpretation	and	definition	of	

creativity	broadly	before	narrowing	the	discussion	to	a	more	specific	

interpretation.	At	the	same	time,	the	three	perspectives	that	look	at	the	creativity	

and	innovation	management	framework	at	the	individual,	group	and	

organization	levels	should	be	integrated	with	the	industry	players	and	

institutional	environment	to	provide	a	superior	definition	of	technology-based	

creativity	or	techno-creativity.	Therefore,	the	interviews	provide	interpretations	

of	creativity	from	two	main	points	of	view,	from	the	perspective	of	individuals	

and	the	environment.	

	

a. Individualistic	

Creativity	is	frequently	viewed	as	an	individual	phenomenon	(Simonton,	2004).	

For	example,	according	to	Breznican	(2017),	the	director	is	the	person	who	has	

an	artistic	role,	mapping	and	interconnecting	the	storylines	of	the	whole	film.	

This	means	that	special	characteristics	should	be	present	in	an	individual	such	as	

a	director,	for	example,	to	highlight	creativity	at	the	micro	level.	Informants	from	

all	three	countries	agreed	that	the	individual	concerned	must	have	some	innate	

creativity	before	they	can	develop	it.	At	the	same	time	being	genuine	is	the	

foundation	for	being	creative.	An	informant	from	Australia,	AUS1,	said:	

	

Being	creative	for	me	is	being	original	and	different	in	some	way	in	
comparison	to	something	else.	Within	DVFx,	I	find	myself	thinking	the	
creative	people	are	the	ones	who	have	shown	their	work	and	explained	their	
process	and	gotten	me	thinking	to	myself	‘Wow!	Look	at	that?’	
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According	to	an	informant	from	Malaysia,	MAS2,	an	individual	needs	to	be	

honest	and	transparent	with	him	or	herself	to	do	creative	work	because	

creativity	is	not	something	that	can	be	learned.	MAS2	holds	that:	

	

Creativity	has	about	to	do	with	your	mind,	your	heart,	your	eyes	and	you	
have	to	have	that	in	you	first.	Like	people	always	say,	you	can’t	teach	
creativity.	It	has	to	come	from	inside	you	first,	then	you	can	expand,	sharpen	
and	improve	it.	

	

Creativity	is	very	valuable.	For	example,	in	creating	a	computer-generated	image	

(CGI),	the	creator	should	create	from	the	initial	stage	to	the	creation	of	a	

generated	object	or	image.	Therefore,	creativity	should	start	from	within	an	

individual	first.	This	was	stated	by	MAS1:	

	

You	[are]	creating	something	from	the	start.	You	[are]	making	something	
out	of	your	imagina[tion].	It’s	all	about	you	first.	

	

In	addition,	creativity	within	a	particular	individual	should	not	be	left	alone.	The	

potential	of	creativity	within	any	individual	should	be	given	attention	and	

development.	MAS1	also	believes	that	the	creativity	inherent	in	a	person	needs	

to	be	polished	through	focused	efforts:	

	

People	are	going	to	be	a	creative.	God	give[s]	us	talent	and	creativity;	for	me	
[it]	is	a	gift.	I	might	say	creativity	is	a	talent.	Albert	Einstein	said,	there	is	
1%	talent	and	99%	effort	in	human	being.	In	this	case	if	you	have	a	talent	
but	you	didn’t	work	for	it,	then	it’s	useless.	
	

From	an	epistemological	point	of	view,	some	assume	that	creativity	is	a	gift	from	

God.	While	some	consider	this	to	be	the	case,	the	skills	of	the	individual	such	as	

the	ability	to	observe	detail	are	also	needed	to	be	a	creative	worker	especially	in	

the	DVFx	industry.	Informants	IND1	and	IND2	assume	that	the	quality	aspect	

within	an	individual	is	the	most	important	aspect	of	creativity	in	the	production	

of	DVFx.	According	to	them:	
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Creativity	is	all	about	how	you	observe	the	minor	details	in	the	image,	key	
details	like	a	light	angle,	shadows	and	all	the	minor	details	that	will	make	
your	image	more	beautiful	and	more	realistic.	The	more	you	observe,	the	
more	you	get	the	realism.	
	

Creativity	[is]	something	what	you	can	see	in	your	mind	and	you	creating	
the	things	and	the	perspective	on	how	you	see	the	things	and	how	you	
present	them	to	the	public.	
	

An	informant	from	Australia	expressed	the	same	view.	AUS5	also	assumes	that	

the	ability	to	analyse	the	environment	is	required	by	a	DVFx	artist	to	produce	the	

best	quality.	AUS5	thinks:	

	

It	doesn’t	have	to	be	related	to	the	DVFx,	just	observing	how	people	interact,	
how	people	behave.	Those	sorts	of	things,	a	lot	of	people	like	around	you	
been	they	start	talking	about	it	and	they	start	thinking	about	it.	

	

Based	on	these	findings,	the	majority	of	the	statements	expressed	by	the	

informants	supported	Simonton’s	(2004)	argument	that	it	is	difficult	to	escape	

the	notion	that	creativity	is	often	seen	as	an	individual	phenomenon.	This	is	

because	creativity	can	be	seen	as	a	personal	characteristic	that	involves	a	

person’s	personality	and	individual	cognitive	style.	This	is	because	the	cognitive	

style	within	a	person	can	indirectly	influence	the	individual’s	creativity.	In	

addition,	this	individualistic	aspect	is	also	important	to	explore,	as	it	is	one	of	the	

elements	in	the	creativity	system	introduced	by	Csikszentmihalyi.	In	this	system,	

he	also	emphasizes	the	importance	of	the	interrelation	between	individuals,	

domains	and	fields.	This	is	coupled	with	the	fact	that,	in	studying	creativity,	

individual	factors	cannot	be	separated	from	their	social	and	historical	aspects	

(Redvall,	2012).		

	

The	creativity	shown	in	film	productions	is	formed	by	the	collective	efforts	of	a	

number	of	separate	individuals	including	the	director,	actors,	editors	and	even	

the	visual	effects	artists	and	supervisor.	Teamwork	is	also	the	most	important	

aspect	of	film	production	especially	international	film	production.	The	success	of	

a	film	is	not	only	dependent	on	directing	factors	but	also	involves	other	aspects	



	 151		

of	the	three	production	stages	of	pre-production,	production	and	post-

production.	Teamwork	in	the	DVFx	work	is	just	as	important	in	the	production	of	

a	truly	creative	digital	image.	The	informants	agreed.	An	informant	from	

Malaysia,	MAS1,	described	that	creativity	should	come	from	individuals	but	they	

should	work	as	a	team.	According	to	MAS1:	

	

I	always	believe	that	creativity	should	come	from	the	team.	Firstly	is	the	
director.	He	is	like	a	captain	in	a	ship.	Secondly	he	must	have	an	assistant.	In	
this	case,	his	assistant	will	be	the	scriptwriter	and	the	cameraman.	It’s	
teamwork.	

	

MAS1	is	of	the	view	that,	although	the	director	plays	the	biggest	role	in	a	film	

production,	the	role	of	other	members	of	the	production	team	is	as	important	to	

the	success	of	the	film.	The	same	view	was	expressed	by	AUS2	in	regard	to	the	

importance	of	working	in	a	group	that	involves	directors.	AUS2	argued:	

	

I	think	it’s	really	important	to	get	close	to	the	director	and	you	just	come	
out	to	the	end.	You	have	a	good	relationship	with	the	director	and	being	
able	to	take	the	storyboard	of	the	vision	of	what	have	they	shot	and	
translate	back	to	what	is	director	working	so	it’s	very	about	the	
collaborations	and	I	think	that’s	creativity.	

	

In	addition,	proper	team	selection	can	ensure	the	smoothness	of	the	movie	

production	process	as	there	are	many	stages	of	the	process	especially	when	the	

film	involves	the	use	of	DVFx.	The	DVFx	workers	should	have	the	trust	of	the	

director.	This	was	stated	solely	by	AUS4:	

	

Well	it	very	much	depends	on	the	film	and	the	director	but	certainly	DVFx	is	
instrumental	to	the	film	making	process	just	like	any	other	discipline,	so	it’s	
really	one	of	the	key	disciplines	that	make	the	film	work	…	again	it	depends	
on	how	the	team	assembles	but	most	directors	feel	more	confident	when	this	
is	led	by	the	visual	effects	team	so	it	can	be	an	incredibly	creative	industry.	

	

There	are	also	situations	where	directors	are	unable	to	work	if	they	do	not	have	

the	best	working	group.	An	informant	from	India,	IND6,	stated	this.	According	to	

him:	
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If	you	compare	movies	in	India	before	and	after	DVFx,	nowadays	the	
director	can’t	think	near	to	storytelling	without	the	DVFx	team.	

	

This	is	in	line	with	Redvall’s	(2012)’s	view	that	it	is	important	to	look	at	the	

creativity	of	a	film	production	team	and	not	just	the	individuals.	There	are	

several	studies	or	practical	case	studies	of	creativity	in	the	field	of	film	studies	

conducted	by	previous	scholars	but	there	are	still	some	examples	of	studies	

focusing	on	creative	practical	research	in	the	production	of	a	film	and	textual	

development	and	discussion	of	creativity	issues,	collaboration	and	production	

rules.	According	to	Redvall,	psychologist	J.	P.	Guilford	conducted	preliminary	

studies	on	creativity	to	attempt	to	prove	that	certain	personality	traits	in	

humans	form	the	creativity	of	a	human	being.	

	

b. Social	Environment	

Creativity	in	a	person	is	not	just	centred	in	the	individual	alone.	The	analysis	in	

this	section	shows	that	creativity	is	developed	by	both	individual	abilities	and	

the	social	environment.	There	are	three	factors	that	shape	the	social	

environment	in	this	context,	which	are	the	demands	of	the	audience,	technology	

and	economic	developments.	The	social	environment	plays	an	important	role	in	

shaping	creativity,	especially	involving	the	DVFx	industry.	This	confirms	the	

interconnectedness	of	individuals	with	domain	and	field	systems	as	described	in	

Csikszentmihalyi’s	creativity	system.	Therefore,	creativity	does	not	come	from	

just	one	of	the	systems,	or	in	other	words	creativity	will	not	appear	solely	in	

individual	systems	but	will	be	integrated	through	the	system	of	the	domain	and	

the	system	of	the	field	as	these	systems	interact	with	each	other.	The	first	

element	in	the	environment	is	demand	from	the	audience.	According	to	informer	

IND6,	creativity	especially	in	the	field	of	DVFx	appears	through	demand	from	the	

audience:	

	

Creativity	for	me	is	always	more.	People	always	ask	to	make	changes.	That	
level	we	have	now	because	of	the	DVFx.	
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This	view	of	the	audience’s	demands	was	confirmed	by	the	findings	from	other	

informants.	This	was	evident	when	an	informant	stated	that	the	audience’s	

demand	for	movies	using	DVFx	has	increased,	thus	paving	the	way	for	creators	

to	develop	their	creativity.	IND4	also	shared	this	view.	According	to	him:	

	

Yes,	Indian	audiences	are	more	and	more	demanding	visual	effects	movies.	
They’re	getting	used	to	visual	effects	and	one	biggest	success	is	Baahubali.	

	

Informant	IND1	thinks:	

	

Youngsters	in	India	like	to	watch	visual	effects	movies.	People	are	getting	
bored	with	watching	the	same	kind	of	love	story	that	the	Indian	film	
industry	are	producing	the	last	couple	of	years,	but	after	the	drastic	change	
in	some	movies	like	Baahubali	1	and	2,	it’s	like	a	drastic	change	in	the	
Bollywood	industry.	

	

IND1	also	said	that	the	changes	made	by	the	recent	trend	of	using	DVFx	in	most	

films	in	India	has	indirectly	opened	up	opportunities	for	more	directors	and	

producers	in	Bollywood	to	produce	more	films	that	use	DVFx	more	creatively.	

The	audience’s	demands	will	be	discussed	more	deeply	in	the	last	chapter	of	this	

study.	

	

The	second	environmental	factor	is	technology.	Technological	developments	in	

the	film	industry	have	somehow	changed	the	way	filmmakers	approach	their	

work,	especially	in	creative	areas	such	as	DVFx	production.	Technological	

developments	allow	human	capabilities	to	be	fully	explored.	On	the	influence	of	

technology	on	creativity,	most	informants	agreed	that	technology	contributes	to	

the	enhancement	of	an	individual’s	creativity.	AUS1	holds	that:	

	

I	think	creativity	encompasses	nearly	all	parts	of	DVFx	work	in	some	way,	as	
I	think	you	have	to	be	creative	to	make	something	truly	stand	out	or	is	
extraordinary.	

	

Informant	AUS1	also	assumed	that	the	flow	of	thought	and	creativity	should	be	

in	line	with	the	technological	advancement.	AUS1	added:	
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I	think	as	technology	advances,	so	does	the	way	people	in	creative	practices	
approach	and	handle	their	work.	As	their	approach	changes	their	thinking	
changes	to	incorporate	the	technological	changes,	even	with	something	
traditional	like	painting.	

	

According	to	MAS1,	today’s	technology	does	not	just	provide	opportunities	for	

creators	to	create	something	new,	but	also	provides	a	different	perspective	on	

what	is	already	happening.	In	other	words,	creativity	can	also	incorporate	

innovation.	MAS1	said:	

	

I	think	the	revolution	of	technology	contributes	to	the	growth	of	creativity	
among	filmmakers	because	it’s	not	just	creating	something	new	but	it	is	
also	giving	a	new	meaning	to	the	old	things.	

	

However,	this	informant	from	Malaysia	also	added	that	technology	should	not	

replace	creativity,	but	it	can	be	used	as	an	agent	in	enhancing	creativity:	

	

What	I’m	saying	is	of	course	technology	itself	cannot	replace	creativity,	but	
it	can	always	enhance	creativity	and	it	can	make	creativity	possible.	
Possible	in	the	sense	that	whatever	you	think	not	possible	before	because	
not	visually	possible	to	be	represented	is	now	possible	to	be	represented.	It’s	
an	extension	of	our	creativity	itself.	

	

There	was	a	commonality	of	views	with	respect	to	the	technological	aspects	that	

catalyze	creativity.	Most	other	informants	supported	the	views	of	MAS1.	MAS2	

believes	that	the	technology	element	or	DVFx	contained	in	a	film	is	just	a	‘special’	

element	that	helps	present	the	whole	story.	According	to	MAS2:	

	

Technology	is	there	to	enhance	that.	It’s	not	where	you	watch	the	movie,	
and	then	you	only	watch	the	DVFx	part.	You	just	watch	and	you	enjoy	the	
whole	film	and	then	it	provides	you	a	special	moment.	

	

Based	on	the	findings,	not	all	informants	argued	that	the	technology	element	

helps	to	fully	develop	their	creativity.	There	are	other	factors	or	elements	that	

contribute	to	the	overall	creativity	of	the	individual	or	the	entire	production.	
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IND2	thinks	creativity	should	not	depend	on	any	element	or	factor	as	creativity	

is	an	essential	part	of	the	industry.	According	to	him:	

	

Creativity	is	not	depending	on	technology	and	not	depending	on	the	visual	
or	something.	Creativity	is	part	of	the	industry	and	I	think	technology	is	just	
helping	you	boost	your	creativity.	

	

As	such,	this	finding	suggests	that	technology	or	DVFx	is	not	the	only	factor	that	

determines	whether	a	story	or	narrative	can	be	considered	creative.	In	film	

production	other	matters	that	need	to	be	emphasized	are	the	storyline	and	

narratives.	Informant	MAS1	explained	this:	

	
Digital	world	nowadays	is	getting	challenging.	If	we	have	a	better	
technology	but	you	don’t	have	creativity	then	it’s	nothing.	If	you	know	how	
to	use	visual	effects	but	your	storyline	is	nothing,	then	it	should	be	a	
problem	as	well.	It	must	be	parallel	with	each	other.	Film	should	have	a	
soul.	

	

MAS2	supported	this	view:	

	

DVFx	didn’t	guarantee	that	films	look	creative.	Creativity	should	depend	on	
the	storyline	and	the	concept	of	the	film.	It	doesn’t	mean	when	you	put	a	
visual	effects	in	your	film	that	the	value	of	the	film	will	increase.	

	

An	informant	from	India,	IND1,	shared	this	opinion:	

	

Today	anyone	can	use	models	but	what	we	try	to	do	is	we	try	to	handcraft	
every	model.	So	let’s	say	for	stick	figures	talking	to	each	other,	they	will	not	
be	stick	for	what	you	have	seen	before	so	for	me	that’s	creativity.	You	know	
bringing	back	one	original	element.	

	

Apart	from	the	storyline	factor,	informant	AUS5	also	considers	that	an	

individual’s	attention	to	detail	is	an	important	part	of	film	work,	as	stated	earlier	

by	the	informants	from	Malaysia	and	India.	According	to	AUS5:	
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It	doesn’t	have	to	be	related	to	the	DVFx,	just	observing	how	people	interact,	
how	people	behave.	Those	sort	of	things,	a	lot	of	people	around	you	they	will	
start	talking	about	it	and	they	start	thinking	about	it.	

	

Informant	AUS7	also	noted	different	factors	that	affect	creativity.	He	noticed	that	

technological	developments	do	not	significantly	affect	creativity.	He	also	

considers	there	has	been	little	change	in	the	creativity	of	the	films	and	DVFx	

produced,	as	there	are	other	factors	that	contribute	to	creativity	and	creative	

products.	AUS7	argued:	

	

I	think	it	doesn’t	change	much.	A	good	idea,	good	content,	good	story	well	
done.	It’s	always	going	to	be	successful,	so	it	really,	it’s	one	of	the	situations	
it	will	be	the	next	blockbuster	movie,	the	next	product	or	whatever.	

	

Informant	AUS6	has	a	slightly	different	perspective	on	technology	and	creativity.	

According	to	him,	technological	advances	are	far	ahead	of	creativity	in	some	

cases.	Based	on	more	than	30	years’	of	experience	in	this	field,	AUS6	sees	that	

the	evolution	of	creativity	is	also	influenced	by	economic	and	financial	factors.	

According	to	AUS6:	

	

I	think	the	technology	is	far	exceeding	the	creativity	to	be	honest	with	you.	I	
think	that’s	just	the	evolution	of	technology	imbedded	with	all	this	
information	everyday.	That’s	work	changed	the	creativity	has	become	
second	to	the	financial	and	whereas	what	I	saw	in	the	80s	and	90s	…	behind	
that,	the	money	float	…	everyone	has	to	be	high	calibre.	

	

AUS6	believes	that	creativity	as	an	industry	cannot	escape	from	economic	

pressures	involving	supply	and	demand.	This	finding	also	shows	that	economic	

elements	and	market	conditions	are	the	third	element	that	exists	in	the	

environment	that	influences	creativity,	especially	involving	industry.	This	was	

explained	further	by	AUS3:	

	

I	suppose	used	to	try	to	deal	with	something	new	and	at	the	same	time,	if	
you	talk	about	the	industry	as	an	actual	industry,	like	economics,	you	know,	
supplying,	demand,	profit	and	loss	then	you’re	not	just	being.	The	industry	
of	art	is	about	providing	a	service	for	people	for	the	money.	
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AUS3’s	statement	demonstrates	a	broader	framework	of	creativity	assessment	

from	an	economic	and	industrial	point	of	view.	AUS3	also	considered	the	

inconsistencies	and	dilemmas	among	industry	practitioners.	AUS3	suggested	

that:	

	

you	have	to	find	the	balance	between	satisfying,	I	mean	someone	paying	
you,	you	have	a	client	and	then	they’re	writing	a	cheque.	You	have	to	
provide	whatever	they’re	paying	you	to	provide	but	they	want	your	input.	So	
you	have	to	balance	the	creativity,	which	is	what	I	guess	makes	yourself	
different.	

	

However,	to	find	the	point	of	equilibrium	is	not	an	easy	matter	as	ideas	and	

opinions	on	creativity	vary	from	person	to	person.	Producers	such	as	directors,	

for	example,	have	their	own	distinctive	styles	in	colouring	a	piece	of	work	

produced	through	their	own	creativity,	but	the	capital-producing	customers	

have	thoughts	that	are	unlikely	to	coincide	with	the	author’s.	Hence,	looking	for	

this	equilibrium	point	is	called	professionalism	in	creative	work.	AUS3	added:	

	

It’s	just	you	have	to	balance	it.	It’s	a	professional	development	thing.	You	
have	to	develop	a	way	of	metering	out	your	own	creativity.	From	the	bottom	
line,	creativity	is	trying	to	think	something	new	but	if	you’re	doing	it	as	a	
professional,	you	have	to	be	able	to	do	that	within	the	parameters	of	the	job	
you’ve	been	given.	Otherwise	you’re	not	professional,	you’re	not	an	artist.	

	

It	can	be	concluded	at	this	stage	of	the	analysis	that	the	definition	of	creativity	

should	integrate	individual	aspects,	audience	demands,	technology	and	

economic	factors.	In	this	study,	the	element	of	technology	is	important	since	it	

should	take	into	account	to	define	techno-creativity	in	the	broader	concept.	Most	

of	the	informants	from	Malaysia,	India	and	Australia	have	mutually	supportive	

views	and	have	mutual	relevance.	The	informants	from	Malaysia	and	India	were	

more	focused	on	creativity	at	the	micro	and	meso	levels	rather	than	the	macro	

level.	On	the	other	hand,	the	findings	from	Australian	informants	are	more	

focused	on	macro	viewpoints	rather	than	micro	and	meso.	These	differences	

point	of	view	can	also	be	associated	with	transnational	connectivity.	Informants	
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from	Malaysia	and	India	see	creativity	in	the	national	and	domestic	contexts	

compared	to	the	Australians.	Informants	from	Malaysia,	for	example,	see	

creativity	only	in	the	micro,	as	they	are	more	involved	in	the	domestic	small	size	

market	compared	to	India	and	Australia.	However,	the	informants	from	all	three	

countries	still	had	compatible	opinions.	

	

5.2.2	Creative	Support	Tools	

The	creativity	of	a	production,	especially	the	production	of	a	film,	is	necessarily	

assisted	by	support	tools	and	technology.	Creative	support	tools	(CST)	are	any	

tool	that	any	individual	can	use	in	the	production	of	any	product	that	involves	

creativity.	It	is	not	solely	focused	on	film	production	or	DVFx.	In	other	words,	

CST	is	a	complementary	agent	to	the	aspect	of	creativity	based	on	technology	or	

techno-creativity.	CST	can	exist	in	any	creative	areas	such	as	craftsmanship	and	

manufacturing,	visual	arts,	voice	art,	music	and	so	on	but	in	the	field	of	digital	

technology	such	as	computing,	CST	exists	in	the	form	of	software	applications	

that	are	used	to	create	digital	art	such	as	animation	and	visual	effects.	For	

example,	a	visual	effects	artist	will	use	animation	software	such	as	Flash,	Virtual	

or	Adobe	Illustrator	as	a	CST	in	the	production	of	a	scene	that	requires	a	digital	

visual	effect.	

	

According	to	Cherry	and	Latulipe	(2014),	CST	is	a	diversity	of	equipment	or	tools	

that	help	humans	connect	creativity	to	the	world.	One	example	of	equipment	or	

tools	used	frequently	in	DVFx	production	is	the	computer.	According	to	Fink	and	

Morie	(2014),	a	computer	is	a	powerful	tool	or	powerful	CST	that	is	used	to	

produce	fantastic	images	but	its	use	needs	to	be	combined	with	the	vision	of	a	

DVFx	artist.	CST	can	also	impact	individuals	or	communities	by	improving	areas	

of	expertise	such	as	science,	engineering,	humanity	and	arts.	CST	also	has	the	

ability	to	influence	creative	work	as	well	as	its	ability	to	bring	about	rare	creative	

moments	that	can	impact	the	community.	Therefore,	in	this	study,	it	is	important	

for	me	to	evaluate	how	the	use	of	CST	in	the	production	of	a	film	using	DVFx	can	

contribute	to	the	techno-creativity	aspect.	
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Table	5.3:	Examples	of	CST	Software	

	

Country Category Example of CST software 
Malaysia Shooting Chromakey  

Tracking Bojo, Screen Touch, Scene Eye 
2D & 3D After Effects, 3D Photoshop, Illustrator, 3D 

Max 
Compositing & editing After Effects, Mocca, Fusion, Final Cut Pro 

India Modelling Bojo, After Effects, Illustrator 
3D Maya, VDay, Katana, Claris, 3D Max 
Compositing & editing Final Cut Pro, Nuke, Flame 

Australia Storyboarding ToonBoom 
2D After Effects, Photoshop, Animate, Adobe 

Premiere 
3D Autodesk Maya, 3DsMax, Cinema 4D, Nuke, 

Houdini, Autodesk Flame, Katana, RealFLow, 
Blender, Unreal Engine 4, Yeti 

Compositing & editing Media 100 Editor, After Effects 
	

	

Based	on	the	findings,	almost	all	the	informants	in	the	DVFx	industry	used	the	

same	CST	in	the	production	of	their	respective	visual	effects	projects.	It	is	

arguable	that	the	software	used	by	the	visual	effects	artists	from	these	three	

countries	is	software	that	is	used	by	most	professional	visual	effects	companies	

in	the	world.	Table	5.3	shows	examples	of	CST	software	in	a	movie	production	

project	that	uses	DVFx.	Based	on	the	table,	informants	from	Australia	and	India	

provided	a	more	comprehensive	list	of	software	than	informants	from	Malaysia.	

This	is	probably	because	the	projects	carried	out	by	the	DVFx	companies	in	

Australia	and	India	are	more	international	than	in	Malaysia,	which	is	

characterized	by	the	local	market.	However,	informants	from	all	countries	listed	

a	universal	CST	software	simulation	which	is	used	globally.	Based	on	the	

findings,	informants	from	Australia	are	of	the	view	that	the	use	of	CST	especially	

among	DVFx	artists	and	supervisors	is	not	limited	to	just	one	software	

application.	The	ability	to	use	more	than	one	application	is	an	advantage	for	a	

DVFx	artist,	enabling	them	to	further	explore	their	creativity.	According	to	AUS1:	

	

Typically	I	use	programs	such	as	Autodesk	Maya	and	3ds	Max	for	3D	work	
and	Adobe	products	for	2D	works	and	the	rest.	Sometimes	I	branch	out	to	
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other	programs	if	I	think	they	will	be	useful	for	the	project	or	they	offer	
something	my	usual	programs	don’t	offer.	Such	examples	include	RealFlow,	
Blender,	Toon	Boom	and	UE4.	

	

AUS3	agreed	with	this:	

	

I	come	across	a	range	of	it.	Personally	99%	of	the	time	I’m	using	After	
Effects	…	but	over	the	years,	when	I	first	started	the	primary	software	I	used	
was	video	editing	so	initially	Media	100	Editor.	In	the	early	days	I	used	
Photoshop	a	lot	because	you	needed	that	and	After	Effects	didn’t	have	the	
tool	sets	to	deal	with	the	images	and	also	the	editing	suite.	
	

It	is	important	for	a	DVFx	artist	to	know	how	to	use	CST	to	facilitate	the	creative	

process.	The	informants	stated	that	if	a	DVFx	artist	knows	how	to	use	any	CST	

software,	they	should	have	no	problem	using	other	software	as	well.	This	was	

explained	by	AUS5:	

	

Things	like	advance	of	technology	is	just	make	intend	really	easier	for	the	
artist	to	just	focus	on	the	creative	side	and	not	worry	too	much	on	the	
technical	side.	You	still	need	to	know	how	to	use	the	software	but	it’s	
definitely	getting	easier	like	for	me	to	pick	up	the	new	software	nowadays,	
as	long	as	I	know	the	fundamentals	of	how	modelling	things	works.	

	

However,	this	is	a	bit	different	from	the	situation	among	Malaysian	informants.	

According	to	informant	MAS1,	using	software	beyond	one’s	field	of	expertise	is	

difficult	and	requires	time	to	study	it.	MAS1	said:	

	

It	would	be	hard	to	learn	to	use	the	software	except	it	is	out	of	your	
capability.	For	example,	I	am	not	very	familiar	with	3ds	Max	and	it	takes	
time	for	me	to	learn	that	even	I	have	a	basic	knowledge	about	3D.	

	

The	same	situation	was	shared	by	MA2.	According	to	MA2:	

	

I’m	using	Photoshop	for	CGI	and	Illustrator	for	2D	elements.	I’m	using	After	
Effects	as	well	for	composition	and	Scene	Eye	for	tracking.	I	am	not	familiar	
with	the	3D	software	because	we	have	our	own	expertise,	so	since	I	am	a	
compositor	and	clean	up	artist,	I’m	only	familiar	with	After	Effects,	Bojo	and	
Mocca.	
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The	differences	among	the	Australian	and	Malaysian	informants	on	software	

utilization	or	CST	are	an	interesting	aspect	of	the	findings.	Undeniably	in	DVFx	

work	specialization	of	expert	assignments	is	customary.	However,	it	is	

noteworthy	that	basic	knowledge	of	software	has	helped	some	informants	to	

master	more	than	one	CST	software.	In	fact,	it	is	not	too	much	to	say	that	the	

limitations	created	by	the	work	specialization	of	the	informants	from	Malaysia	

complicates	their	creativity	development	process	compared	to	informants	from	

Australia.	The	findings	show	that	most	informants	from	Australia	know	to	use	

more	than	one	CST	software.	This	finding	also	supports	the	first	two	dimensions	

of	the	function	of	CST	proposed	by	Cherry	and	Latulipe	(2014):	enjoyment	and	

exploration.	However,	this	finding	does	not	reflect	the	full	experience	of	DVFx	

artists	in	Malaysia	and	Australia.	

	

Nevertheless,	the	specialization	of	assignments	and	expertise	practised	by	

Malaysian	informants	is	in	fact	not	unusual.	This	is	because,	according	to	an	

informant	from	India,	IND1,	specialty	assignments	and	expertise	are	also	

practised	in	India	in	order	to	meet	customers’	demands	and	the	layout	of	

pipeline	production.	The	production	pipeline	refers	to	the	stages	of	the	process	

of	producing	a	film.	Each	stage	of	the	process	requires	different	tools.	For	

example,	in	the	production	of	a	scene	requiring	CGI,	the	production	stage	will	be	

divided	into	the	modelling,	tracking,	3D,	compositing	and	subsequent	rendering	

processes.	Each	of	these	levels	requires	different	software.	As	such,	the	work	in	

the	process	will	be	broken	down	according	to	the	pipeline.	This	was	explained	by	

IND1:	

	

Different	companies	are	using	different	kinds	of	software.	Some	of	them	
using	Maya,	some	of	them	using	Max,	some	of	them	using	Claris,	it’s	like	very	
unpredictable.	It	does	all	depend	on	what	kind	of	pipeline	that	industries	
will	follow	it.	

	

Based	on	the	IND1’s	view,	it	is	clear	that	there	are	differences	in	the	use	of	CTS	in	

every	production	using	DVFx.	Each	CST	has	different	functions	and	the	

operator’s	expertise	is	also	different	according	to	the	assignment	given.	As	such,	
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the	findings	from	Malaysia	on	the	specialization	of	assignments	and	expertise	are	

typical	of	this	industry.	From	one	point	to	another	the	specialization	of	the	

assignment	and	expertise	is	also	influenced	by	the	diverse	customer	demand.	To	

meet	their	demands,	expert	specialization	is	required.	This	was	explained	by	

IND2:	

	

Actually	it	depends	on	the	client	as	well.	Sometimes	they	want	from	the	
pipeline	of	the	new	software	or	in	After	Effects	or	any	other	software	so	we	
have	to	complete	the	task	based	on	what	they	want.	

	

IND5	stated	that	specialization	in	assignments	and	expertise	in	India’s	film	

industry	also	involves	a	bigger	aspect	of	specialization	by	DVFx	company	or	

studio.	According	to	him:	

	

It	depends	on	every	DVFx	studio	pipeline	actually.	Now	we	have	After	Effects	
for	the	basic	compositing,	but	right	now	we	are	not	working	on	3D	
compositing.	

	

Based	on	these	findings,	specialization	and	expertise	in	using	CST	is	common	but	

still	contribute	to	creators’	creativity.	In	producing	DVFx	creative	works	CST	is	

just	a	support	factor	for	the	creativity	that	exists	within	the	individual	or	group	

concerned.	Depending	on	CST	to	produce	a	work	does	not	guarantee	a	truly	

creative	product	that	is	acceptable	to	an	audience.	On	the	contrary,	natural	

creativity	within	the	individual	is	still	necessary.	One	informant	agreed	that	CST	

is	only	a	support	tool	informing	or	influencing	the	creativity	of	an	artist’s	visual	

effects	and	the	rest	is	dependent	on	the	individual’s	attitudes,	efforts	and	

personality.	The	informant	from	Malaysia,	MAS2,	explained:	

	

I	used	to	learn	all	this	software	since	university	but	only	the	basics.	If	you	
want	more	you	need	to	explore	by	yourself.	I	always	refer	to	YouTube	for	
tutorials	and	online	forums	to	look	up	for	new	software	and	suggestions	
from	other	users.	I	might	say	that	70%	of	my	VFx	knowledge	came	from	
experiences	and	myself.	We	should	explore	to	gain	more.	

	

IND4	agreed	with	this:	
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Software	is	always	easy	so	the	implementation	is	still	the	important	thing	
because	if	you	know	the	ethics	and	aesthetics	of	the	shots	then	you	know	
what	is	to	be	done.	As	long	as	your	aesthetics	are	very	clear	about	it,	that	
theory	are	very	clear	and	the	implementation	of	those	things	are	in	a	
practical	manner	then	software	will	not	be	very	difficult	to	use.	Software	is	
just	giving	you	a	tool	but	in	the	end	you	are	the	artist.	

	

This	suggests	that	the	integration	between	natural	creativity	and	knowledge	of	

technology	is	the	best	formula	for	improving	the	quality	of	visual	performances	

within	DVFx.	All	these	findings	are	in	line	with	Fink	and	Morie’s	(2014)	

argument	that,	even	though	technology	or	CST	is	a	great	tool	in	helping	a	DVFx	

artist,	imagination	and	innovation	in	the	individual	who	uses	the	equipment	to	

create	a	whole	new	amazing	world	is	the	key	to	creativity.		

	

a.	CST	and	the	Production	Stages	

Creativity	is	usually	described	as	a	process	that	needs	to	go	through	several	

phases,	such	as	problem	statement	or	opportunity,	information	gathering	or	

resources,	thinking	of	ideas,	evaluation	of	ideas,	modification	of	ideas	and	

communicating	with	ideas	(Amabile,	1998).	As	creativity	must	be	displayed	

during	the	process,	the	same	goes	for	the	production	of	a	movie	using	DVFx.	

There	are	three	stages	in	the	production	process;	pre-production,	production	

and	post-production.	A	film	production	that	requires	DVFx	should	involve	the	

DVFx	creative	team	at	each	stage	of	the	publication	process.	Based	on	the	

findings	of	the	study,	although	DVFx	is	often	associated	with	the	post-production	

level,	the	reality	is	different.	According	to	Squires	(2014),	although	most	DVFx	

work	is	done	in	the	post-production	phase	as	a	process	of	modifying	the	filmed	

scenes,	all	the	phases	in	the	production	process	are	very	important.	

	

Throughout	the	production	process,	the	visual	effects	supervisor	or	plate	

supervisor	should	be	on	the	set	to	ensure	the	live-action	filming	process	is	

captured	in	the	right	way	so	that	the	visual	effects	addition	process	can	go	

smoothly	in	the	post-production	phase.	However,	the	pre-production	phase	is	

the	best	phase	to	develop	new	techniques,	test	ideas	and	build	up	models	before	
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the	DVFx	work.	Most	informants	from	the	three	countries	stated	that	CSTs	

should	be	used	in	the	pre-production	stage	of	a	movie	project,	as	early	as	the	

script’s	production	process	to	facilitate	the	later	stages.	This	is	in	line	with	the	

opinion	expressed	by	Fink	and	Morie	(2014)	that	DVFx	artists	should	be	

involved	in	the	entire	film	production	process	from	the	first	day	of	production.	

The	informants	from	Malaysia	are	of	the	view	that	DVFx	teams	need	to	be	

involved	in	each	production	stage	to	facilitate	the	research	process	and	ensure	

the	smooth	deployment	of	DVFx.	According	to	MAS1:	

	

VFx	is	involved	in	every	stage	of	productions	from	the	pre-production	until	
the	post-production.	When	we	get	it	in	the	pre-production	so	we	will	start	
make	a	research	and	do	a	rehearsal	before	actual	shooting	because	we	need	
to	know	where	is	the	shooting	location,	what	type	of	costume	and	colour	
they’re	going	to	wear	and	everything	to	make	sure	the	shooting	process	for	
the	VFx	goes	smoothly.	

	

MAS2	also	thinks	a	neat	inventory	in	the	early	stages	of	production	will	facilitate	

improvements	in	the	post-production	stage.	MAS2	said:	

	

Usually	we	start	with	the	preparation	from	the	production	itself	because	
some	scenes	are	required	to	put	green	screen,	the	wire	removal,	the	rigging	
and	everything	so	we	need	to	prepare	it	on	the	production	stage.	Then	at	
the	post-production,	we	enhance	it	to	make	the	movie	fully	successful.	

	

Similar	findings	were	also	obtained	from	Indian	informants.	Most	of	them	

claimed	that	pre-production	is	an	important	stage	in	any	movie	production	

project.	According	to	IND1:	

	

I	guess	pre-production	is	very	important	because	it’s	a	starting	phase	of	any	
project.	So,	if	pre-production	is	strong,	then	it	would	be	very	easier	for	the	
next	stage.	Pre-production	should	be	very	solid	and	concrete.	It	should	be	
very	important	in	any	project.	

	

According	to	IND4,	the	DVFx	team’s	creative	work	actually	begins	at	the	

scriptwriting	stage.	At	this	stage,	the	scriptwriter	should	work	with	the	DVFx	

team	to	plan	the	scenes	involving	the	use	of	DVFx.	IND4	explained:	
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In	my	sense,	visual	effects	come	from	the	scripting	stages	itself.	A	visual	
effect	comes	in	from	the	scripting	stages.	That’s	why	when	the	writer’s	
writing	the	script,	he	needs	to	keep	in	his	mind	what	is	the	production	
budget.	If	there	is	no	budget,	there	is	no	point	putting	a	lot	of	visual	effects	
in	the	story	itself.	If	you	can’t	achieve	that	there	is	no	point	writing	the	story	
like	that.	
	

The	same	opinion	was	raised	by	an	informant	from	Australia	who	stated	that	

CST	should	be	used	at	the	beginning	of	the	production	process	including	at	the	

visualization	stage	or	storyboard.	According	to	him,	the	process	of	sketching	the	

ideas	is	no	longer	done	conventionally	on	paper,	as	technology	development	

allows	it	to	be	done	using	software	or	CST.	According	to	AUS1:	

	

Sometimes	I	will	use	software	first	thing	to	help	develop	ideas.	I	tend	to	like	
to	draw	using	software	rather	than	on	paper	for	projects,	so	I	will	design	
something	and	then	take	it	to	another	program	to	make	it	3D,	if	it’s	destined	
to	be	involved	in	a	3D	project.	Sometimes	I	will	experiment	in	my	3D	
software	when	I’m	not	sure	how	to	approach	something	in	a	project	in	
terms	of	what	it	will	look	like.	

	

AUS2	argued	that	the	involvement	of	the	DVFx	team	in	advance	will	facilitate	the	

process	of	creative	collaboration	with	directors	for	subsequent	stages.	AUS2	

said:	

	

We	tend	to	get	involved	early	in	the	stage	of	the	show,	normally	in	the	pre-
productions	where	the	script	come	through.	They	probably	send	the	script	
to	us	and	get	us	to	look	at	it.	There	will	be	a	concept	out	and	we	can	get	
involved	in	that	creative	partnership	with	the	director.	

	

The	same	opinion	was	also	stated	by	AUS4:	

	

The	next	film	I’m	doing	a	lot	of	3D	creatures	and	3D	robots	I	guess,	so	that	
was	very	much	involved	up	front	so	we	have	to	be	building	the	design,	
discussing	how	certain	scenes	could	be	better	or	worse,	how	that	could	be	
shot,	so	it’s	very	involved	in	pre-production.	
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The	DVFx	team’s	involvement	at	the	initial	stage	of	a	movie	project	actually	

prevents	problems	during	the	filming	process.	Technical	problems	such	as	wire	

disruption	during	filming	are	examples	of	problems	that	can	be	avoided	if	the	

DVFx	team	is	involved	in	the	initial	stage.	According	to	MAS2:	

	

For	me,	DVFx	start	during	the	discussion	from	the	pre-production	stage.	We	
need	a	guide	from	visual	effects	supervisor	to	avoid	any	problems	such	as	
wire	removal.	There	will	be	a	massive	trouble	if	we	had	a	problem	with	the	
wire	removal	because	we	need	to	paint	frame	by	frame.	That	is	why	the	
visual	effects	team	is	involved	at	the	beginning	stage	before	the	production.	

	

IND2	thinks:	

	

I	think	pre-production	is	a	very	important	part	in	any	project.	Pre-
production	should	be	strong.	It’s	very	important.	If	you	are	doing	on	paper	
you	can	waste	it	on	the	paper,	but	if	you	make	a	mistake	in	a	production,	
you’re	wasting	time	for	the	whole	set	up	that	you	have	created	for	a	unit	or	
anyone.	So	if	your	pre-production	is	strong	then	you	don’t	make	mistakes	in	
production	and	the	post-production.	

	

Informant	AUS4	described	difficulties	that	can	arise	if	the	initial	discussion	is	not	

done	as	thoroughly	as	possible.	According	to	AUS4	requests	from	clients	will	

provide	some	nuisance	for	the	DVFx	creative	work.	For	example,	if	the	discussion	

has	reached	a	consensus	on	the	use	of	DVFx	based	on	the	budget	given,	there	is	

no	budget	for	additional	changes	that	occur	in	the	process	of	producing	a	project.	

According	to	AUS4:	

	

But	what	happened	is	through	the	process	of	the	storytelling	and	creative	
development	and	sort	of	as	the	film	comes	together	and	we	realise	the	story	
needs	different	approaches	…	you	need	to	produce	a	lot	of	output	with	the	
same	amount	of	money	and	it’s	a	very	difficult	negotiation	because	you	got	
very	few	clients.	

	

According	to	AUS4,	such	challenges	are	considered	to	be	a	part	of	the	creative	

process	and	such	problems	should	be	resolved	through	preliminary	discussions	

with	producers	and	directors	to	ensure	quality	outcomes	can	be	generated.	AUS4	

added:	
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So	creativity	for	me	is	not	the	thing,	it’s	a	process.	So	the	process	is	to	read	
the	script,	have	a	good	conversation	with	the	key	credit	players,	with	the	
director	being	the	most	key,	understand	what	they	want	and	really	
understand	what	they	want	…	tried	to	submit	some	ideas	towards	the	team	
through	concepts.	
	

Hence,	based	on	these	findings	it	is	clear	that	the	creative	process	of	a	DVFx	

artist	actually	begins	at	the	ideation	level.	This	can	be	attributed	to	the	need	for	

techno-creativity	from	the	process	of	brainstorming	to	the	final	product.	This	is	

also	in	line	with	the	views	expressed	by	Cherry	and	Latulipe	(2014)	that	most	

CST	software	and	digital	systems	also	act	as	productivity	support	tools	at	the	

same	time.	These	tools	support	users	in	recurring	phases	in	the	creative	

processes	such	as	ideation,	execution	and	evaluation.	

	

5.3	CST	and	Creative	Influence	

It	has	been	stated	earlier	that	most	of	the	scholarly	studies	on	CST	have	shown	

that	there	is	a	connection	between	the	use	of	CTS	and	the	level	of	creativity.	

Similar	findings	also	emerged	from	this	study,	which	showed	that	most	of	the	

informant	agree	that	CST	serves	as	a	tool	in	enhancing	a	person’s	creativity.	In	

addition,	informants	agree	that	human	factors	such	as	skills	and	knowledge	are	

also	important	factors	in	techno-creativity.	While	CST	is	a	tool	for	developing	an	

artist’s	or	users’	creativity,	there	is	a	relationship	between	the	support	tools	used	

and	the	complexity	of	the	tools.	A	fun	tool	is	likely	to	be	easy	to	learn	and	

effective	for	simple	tasks,	but	it	is	likely	not	to	have	‘power’	to	support	the	

complex	tasks	required	in	the	process	of	creative	work	such	as	DVFx	production.	

Hence,	in	this	respect,	the	expertise	and	skills	that	exist	in	the	individual	CST	

users	play	a	major	role	in	integrating	technology	and	creativity,	or	techno-

creativity.	This	was	explained	by	MAS1:	

	

In	my	opinion,	anyone	who	has	that	creativity	they	can	use	the	visual	effects	
and	same	situation	for	those	who	are	not.	They	relate	to	each	other.	It	
doesn’t	mean	only	creative	people	can	use	the	tools.	For	example,	if	you	do	a	
tracking	part,	there	is	no	need	for	creativity	to	do	it	because	tracking	is	
more	into	technical.	
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MAS1	thinks	that	the	software	used	to	produce	DVFx	is	an	enhancing	device	and	

the	rest	depends	on	the	individual	generating	creative	ideas:	

	

For	me,	software	is	just	a	tool.	Based	on	my	experience	I	did	a	lot	of	research	
on	how	to	use	the	visual	effects	so	that	I	can	learn	fast.	Software	is	just	a	
tool;	even	you	can’t	say	a	robot	can	be	creative.	It’s	actually	depending	on	
the	person	itself.	We,	as	a	human	being,	is	the	one	who	uses	the	software.	

	

Most	other	informants	agreed	with	MAS1,	pointing	out	that	creativity	must	exist	

within	an	individual	before	it	can	be	supported	by	CST	as	a	tool.	MAS2	seems	to	

be	highly	skilled	with	software,	but	ultimately,	it	is	necessary	for	individuals	to	

continue	to	work	to	ensure	that	the	task	can	be	implemented.	Here	are	some	of	

the	views	expressed	by	informants	MAS2,	IND3	and	IND5:	

	

MAS2:	

For	me	it	connects	to	each	other,	but	personally	I	think	the	software	is	very	
powerful	but	the	question	is	how	you	gonna	use	that	tool	to	help	us	finish	
our	task?	So	it’s	actually	depending	on	that	person	itself.	If	the	user	is	
creative	he	knows	what	he	wants.	If	you	don’t,	then	you	need	time	to	
develop	the	skills	and	get	training.	Passion	is	important	as	well	for	the	user	
to	explore	more	because	the	process	of	gaining	knowledge	will	never	stop.	

	

	 IND3:	

Tools	will	guide	you	and	show	you,	but	you	need	to	identify	at	that	time	
which	tools	work	best	for	you.	Lots	of	tools	are	there	but	nobody	uses	all	the	
tools	every	time.	So	which	tool	works,	where	and	if	client	want	this,	this	tool	
works,	if	client	doesn’t	want	this,	so	it	depends.	
	

IND5:	

After	all	software	is	just	a	tool.	You	just	have	to	know	that	if	you	want	to	do	
this	particular	shot	then	you	have	to	know	how	to	use	that	tool	to	make	that	
shot	happen	actually.	

	

However,	some	informants	provided	the	opposite	view.	One	informant	stated	

that	the	use	of	software	or	CST	greatly	contributes	to	creativity,	especially	in	the	

DVFx	team.	An	informant	from	Australia,	AUS2,	considers	the	work	done	by	
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DVFx	artists	such	as	animated	works,	illumination,	composition	and	other	

technical	aspects	as	creative	work	in	the	production	of	a	movie.	According	to	

AUS2:	

	

If	you	want	to	put	some	digital	stuff	in	there	[the	movie]	…	that’s	another	
job	for	the	DVFx	artist	and	it	gets	a	bit	more	creative	because	there	is	
animation,	lighting,	digital	scene	…	there	is	a	compositing	team	and	that	
most	probably	the	creative	team	I	would	say	because	they	have	to	put	all	
the	CG,	3D	together.	That’s	probably	the	most	creative	part	I	think.	

	

Informant	AUS1	also	explained	that	the	use	of	a	range	of	CST	or	software	helps	

him	to	be	more	creative	in	his	work:	

	

Sometimes	what	the	software	itself	offers	stylistically	will	influence	the	look	
of	a	project	entirely.	Sometimes	I	find	myself	stuck	with	how	to	do	
something	and	I	seek	out	different	software	I	didn’t	initially	plan	on	using	to	
achieve	the	task.	

	

According	to	informant	AUS4,	the	use	of	the	software	is	very	helpful	in	the	

creative	production	process.	Most	software	facilitates	the	work	of	a	DVFx	artist	

as	long	as	he	or	she	understands	the	art	of	using	it:	

	

Visual	effects	is	about	the	technology	then,	that’s	great,	but	often	visual	
effects	is	all	about	the	design	and	understanding	when	to	do	what	effect	
where.	So	it	certainly	opens	up	the	scope	for	the	designers	to	be	able	to	use	a	
lot	more	technology	within	the	approach	to	particular	shots.	

	

An	informant	from	Malaysia,	MAS2	argued	that	CST	influences	his	creativity	as	

the	use	of	software	in	DVFx	works	greatly	helps	with	producing	creative	visual	

arts.	According	to	MAS2:	

	

Of	course	it	will	influence	my	creativity	because	with	the	VFx	we	can	achieve	
what	the	real	shooting	cannot	achieve.	So	it’s	like	bringing	it	more	
believable	to	the	audience.	
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Some	informants	assumed	that	the	first	thing	that	needs	to	be	mastered	and	that	

influences	creativity	other	than	technology	is	the	acquisition	of	knowledge.	IND1	

and	IND4	each	had	their	own	views.	

	

IND1:	

Software	is	like	a	secondary	thing.	The	first	thing	is	knowledge	because	any	
people	going	to	college	or	an	institution	for	study	purpose,	the	first	thing	
they	have	to	know	and	concentrate	on	is	the	knowledge	like	behaviour.	
Software	like	3ds	Max,	Maya	are	secondary	and	very	different	kind	of	things.	
The	more	you	observe	in	the	real	environment	the	more	you	get	the	
creativity.	Software	is	not	that	important.	

	

IND4:	

For	me,	I	enhance	my	creativity	from	nature.	I	watched	a	lot	of	films	with	no	
doubt	but	films	are	end	products	so	where	you	get	all	the	information?	How	
to	make	that	kind	of	product?	I	gain	that	knowledge	from	nature.	Basically	
when	we’re	looking	outside.	When	it	comes	to	the	dynamic,	it’s	all	about	
observation.	

	

Therefore,	in	general,	most	informants	agree	that	the	use	of	CST	has	a	connection	

with	the	level	of	creativity.	Human	factors	such	as	skills	and	talents	will	further	

help	improve	the	quality	of	creativity	within	the	artist,	especially	when	using	

software	to	do	creative	works	such	as	visualization	of	storyboarding,	animation,	

and	digital	scenes.	

	

5.4	DVFx	as	a	Measure	of	Creativity	

Numerous	previous	studies	have	focused	on	defining	and	evaluating	aspects	of	

creativity,	but	research	involving	creativity	along	with	technology	and	CST	is	a	

new	field	to	be	explored.	One	of	the	studies	conducted	by	Cherry	and	Latulipe	

(2014)	focused	on	assessing	creativity	and	creative	support	tools	(CST).	

However,	in	assessing	CST,	it	should	be	noted	that	there	is	no	one-size-fits-all	

approach	that	researchers	can	use.	Because	of	this,	researchers	need	to	use	a	

variety	of	resources	and	metrics	to	demonstrate	the	validity	of	their	

measurements.	Cherry	and	Latulipe	(2014)	created	the	Creative	Support	Index	

(CSI),	which	is	flexible	and	can	be	adapted	to	various	experiments.	It	has	been	
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noted	that	most	definitions	of	creativity	focus	on	the	ability	to	produce	

something	that	is	considered	new,	so	we	forget	that	the	basic	concepts	that	are	

the	heart	of	creativity	are	‘novelty’	and	‘value’.	Measuring	creativity	is	very	

subjective.	In	addition	to	the	difficulty	of	predicting	creativity,	it	is	also	difficult	

to	interpret	and	measure	(Cherry	&	Latulipe,	2014).	

	

Findings	from	the	informants	showed	two	different	sides	of	this	issue.	

Informants	from	Malaysia	and	Australia	believe	that	technology-based	creativity	

assessment	or	techno-creativity	using	DVFx	is	imperative	and	can	be	used	as	one	

of	the	tools	to	measure	creativity.	Informants	from	India	say	there	are	difficulties	

in	doing	so	and	they	think	that	evaluating	creativity	is	difficult	since	it	is	

subjective.	Informant	IND1	holds	that:	

	

I	don’t	think	visual	effects	can	determine	how	creative	you	are.	I	think,	it’s	
the	person	using	the	software/tools.	It’s	all	about	how	you	use	that	tools	
and	what	is	that	can	you	give	to	the	original.	

	

IND1	provided	an	example	of	someone	who	has	been	in	the	industry	for	60	years	

and	is	not	familiar	with	CST	or	DVFx	software,	compared	to	someone	who	is	15	

years	old	but	knows	how	to	use	CST	and	modern	software.	IND1	added:	

	

So	both	of	them	making	a	film	using	visual	effects	will	become	perfect.	So	
now	do	we	define	who	is	the	most	creative?	Is	it	someone	who	in	60	years	in	
the	industry	is	still	making	new	idea,	new	ideas,	or	is	it	a	15	year	old	who	
suddenly	got	hands-on	with	the	software	and	making	something?	

	

This	opinion	is	valid,	but	it	needs	to	be	considered	in	the	context	of	measuring	

creativity.	For	IND2:	

	

There	is	no	scale	to	measure	how	much	the	creativity.	Creativity	is	like	
infinite.	You	can	do	anything	about	it	with	your	imagination.	DVFx	is	just	a	
tool	to	manipulate	things	or	create	things.	Otherwise	it’s	just	an	
imagination	on	how	you	want	to	show	the	things.	
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These	two	informants	are	trying	to	show	that	art	and	creative	values	are	derived	

from	the	individual	themself	and	the	technology	or	CST	is	a	helpful	element.	The	

second	point	of	view	is	that	the	use	of	DVFx	in	the	production	process	of	a	film	

can	be	used	as	a	measuring	stick	or	instrument	in	assessing	creativity	especially	

the	creativity	of	a	film	produced.	According	to	informant	MAS1	some	films	look	

great	due	to	the	DVFx:	

	

I	think	if	you	think	about	the	use	of	visual	effects,	if	you	watch	a	very	simple	
film,	for	example,	Transformers,	I	know	that	kind	of	genre	is	about	
spectacle.	It’s	about	the	visual	of	it.	So	the	audience	would	measure	the	
creativity,	how	creative	it	is,	by	looking	at	the	technology	that	is	created	by	
that	particular	special	effects.	

	

MAS1	added:	

	

Even	Lord	of	the	Rings,	for	example,	people	measure	creativity,	‘wow,	very	
creative’,	because	of	the	images	they	have	not	seen	before,	they	have	not	
thought	of	before	or	they	have	a	very	vague	idea	about	by	it	being	kind	of	
concretized.	So,	in	the	sense	that	when	you	look	at	CGI,	for	example,	it	can	
be	seen	as	a	way	for	people	to	see	‘wow,	it’s	creativity’	when	it	creates	that	
‘wow’,	that	wonder.	That	sense	of	wonder,	that	means	the	film	has	achieved	
something.	

	

An	informant	from	Australia,	AUS4,	stated	that	some	films	can	only	be	presented	

creatively	through	the	use	of	DVFx,	which	supports	the	opinion	of	MAS1.	

According	to	AUS4:	

	

Certainly	visual	effects	open	up	the	scope	of	what	is	capable	with	the	
storytelling.	So	there	is	a	lot	of	story	that	just	wouldn’t	exist	without	visual	
effects.	Look	at	Stephen	Spielberg’s	latest	film,	‘Ready	Player	One’.	You	could	
never	have	that	film,	could	never	have	made	...	essentially	the	animated	film,	
you	could	never	have	told	the	story	creatively.	

	

Informant	AUS2	argued	that	the	use	of	DVFx	is	considered	to	be	creative	as	DFVx	

artists	create	the	entire	object	and	subject	in	some	produced	film	projects.	

According	to	AUS2:	
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It	is	creativity,	because	I	think	a	lot	of	films	these	days	are	just	an	actor,	or	a	
green	screen	or	blue	screen	and	nothing	else.	So	we	have	to	create	that	
whole	world.	I	think	in	‘Great	Wall’	a	lot	of	the	shots	were	completely	CG.	

	

This	opinion	was	supported	by	AUS1.	According	to	AUS1,	the	way	of	using	CST	

software	in	producing	DVFx	is	innovative	and	unique	as	there	is	software	that	

opens	up	space	to	be	creative.	AUS1	said:	

	

I	think	the	way	people	use	the	programs	can	be	innovative	and	unique	and	
some	really	interesting	stuff	can	be	created	with	them,	but	I	also	think	it	
depends	on	the	software.	Software	like	Maya,	while	it	does	allow	for	
creativity	to	come	forth	and	create	something	different	or	innovative	or	
unique,	it	can	also	be	used	by	people	who	are	less	creative	and	more	
technical	minded	to	create	something	spectacular.	

	

According	to	MAS2,	creativity	can	be	measured	based	on	the	use	of	technology.	

According	to	him,	the	use	of	technology,	especially	DVFx,	can	be	used	as	an	

instrument	in	measuring	and	assessing	creativity:	

	

When	the	digital	technology	came	in,	I	think	it	help	our	industry	a	lot	
because	it	jump-started	lessons.	Lot	of	people	skip	the	most	important	part	
of	filmmaking	because	we	don’t	have	enough	skills	and	expertise.	So	when	
the	digital	technology	came	in	we	could	go	to	that	level	five	without	going	
to	two,	three,	four	...	So	it	was	a	bit	helps	in	that	sense.	

	

Despite	this,	the	views	of	MAS2	are	slightly	different	from	the	views	expressed	

by	informant	AUS3.	Informant	AUS3	agreed	that	there	is	various	CST	software	in	

the	market	at	this	time	due	to	the	rapid	development	of	technology,	but	this	

development	is	due	to	the	industry.	According	to	AUS3:	

	
I	don’t	think	the	issue	is	in	a	word	creativity.	I	don’t	think	the	issue	is	really	
the	development	of	the	software,	I	think	it’s	going	to	be	led	by	the	issue	of	
the	industry	and	where	the	money	is	and	if	the	money	is	not	to	save	free-to-
air	TV,	the	money	is	no	longer	in	theatrical	films	and	then	the	creative	tools	
will	move	to	match	whatever	the	industry	demands.	
	

In	conclusion,	DVFx	can	be	used	as	one	of	many	tools	to	measure	the	creativity	

level	of	a	film	through	two	aspects	of	the	audience	evaluation,	alongside	the	use	
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of	software	or	CST	technology.	While	creativity	is	infinite,	technological	

developments	in	the	film	industry	have	changed	the	film	production	landscape	

more	than	any	other	factor;	technologies	such	as	DVFx	make	possible	things	that	

are	impossible	in	the	real	world.		

	

5.5	Chapter	Summary	

According	to	Becker	(1982),	to	produce	an	artistic	work	involves	a	different	

variety	of	activities	and	a	large	number	of	people.	Therefore,	the	work	shows	the	

sign	of	cooperation.	Becker	(1982)	also	argues	that	this	form	of	cooperation	may	

be	ephemeral	but	often	producing	patterns	of	collective	activity	in	the	art	world.	

He	has	also	emphasised	the	ways	that	cultural	texts	are	created	through	

structured	collective	action.		This	‘structured’	action	is	related	to	the	three	main	

systems	of	individual,	domain	and	field	in	the	system	view	of	creativity,	to	

explain	how	they	operate	in	the	DVFx	industry.	Based	upon	interviews	and	

previous	studies,	it	can	be	concluded	that	the	technological	revolution	especially	

DVFx	has	had	an	impact	on	the	process	of	enhancing	creativity.	The	analysis	

shows	that	DVFx	technology	has	transformed	human	experiences	to	lead	to	

techno-creativity	in	the	film	industry,	including	in	Malaysia,	India	and	Australia,	

through	the	use	of	creative	support	tools	(CST)	and	the	influence	of	social	

environments	such	as	audience	demand	and	market	supply.	

	

The	analysis	has	also	shown	that	techno-creativity	involves	the	concepts	of	

ideation	and	implementation.	These	concepts	are	seen	as	parts	of	a	single	

process,	but	they	are	very	different.	Creativity	exists	when	it	combines	the	

process	of	cultivation	and	expansion	of	ideas	before	being	implemented	to	make	

a	visible	end-product.	Hence,	this	process	must	be	followed	in	the	production	

process	of	a	film.	Therefore,	I	will	use	these	two	concepts	of	ideation	and	

implementation	to	further	interpret	techno-creativity	concepts.		

	

In	the	concept	of	techno-creativity	used	in	this	study,	I	propose	the	concept	of	

ideation,	which	refers	to	the	natural	creativity	inherent	in	individuals	and	not	

assisted	by	any	tools	that	strengthen	creativity.	While	the	concept	of	

implementation	refers	to	the	technology	or	tools	used	by	the	individual	to	
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express	his	or	her	own	creativity	into	a	real	form.	Ideation	and	implementation	

interact	through	both	talent	and	tools	through	technology	assistance	such	as	CST	

(refer	to	Figure	5.1).	For	a	more	explicit	example,	referring	to	this	study,	techno-

creativity	is	a	creative	process	in	which	a	DVFx	artist	implements	technology	to	

create	digital	special	effects	scenes	in	a	film,	which	indirectly	helps	to	develop	

the	story,	narrative	and	visual	presentation.	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

	
Figure	5.1:	The	Systems	View	of	Techno-Creativity		

	

	

Creativity	is	often	associated	with	newness,	but	in	reality,	it	is	usually	shaped	by	

convention.	It	is	about	transforming	the	material	by	referring	to	the	existing	

rules,	devices,	codes,	and	procedures.	Creativity	in	the	aspects	of	media	and	

cultural	production	involves	the	conflict	between	industry	(commerce)	and	

creativity	among	artists,	producers,	and	directors	(Thomas	&	Chan,	2004).	From	

another	angle,	commerce	and	creativity	have	been	mixed	and	bound	together	in	

the	modern	economy.	Thus,	this	situation	has	indirectly	'created'	the	creative	

industry	because	the	businesses	that	are	involved	in	cultural	productions	do	not	

possess	any	form	of	criteria	or	guidelines	for	harnessing	creative	practices.	
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However,	creativity	is	not	just	a	descriptive	term,	it	also	provides	a	sense	of	

value	and	establish	a	cultural	hierarchy.	Today,	we	are	actually	moving	towards	

seeing	technology	as	important	in	many	areas	of	work	including	creativity	in	the	

film	and	creative	industries.	Day	by	day,	creative	employees	in	this	field	are	

introducing	a	new	culture	in	visual	presentation	using	existing	technologies	such	

as	DVFx.	Not	all	creative	individuals	can	use	technology	and	adapt	to	innovation,	

as	purchasing	and	learning	the	technologies	is	expensive.	The	findings	in	this	

study	show	that	the	creativity	inherent	in	the	system	has	been	integrated	

through	the	emergence	of	technology,	especially	in	the	field	of	film.	DVFx	is	one	

of	the	forms	of	technology	inherent	in	the	use	of	CST	combinations,	which	should	

be	part	of	a	definition	of	creativity	based	on	technology	or	techno-creativity.	

	

The	findings	also	show	that	concepts	such	as	techno-creativity	can	be	a	useful	

tool	for	analysing	both	film	and	media	production	to	understand	the	overall	

operation	of	the	creativity	system	(Redvall,	2012).	Consequently,	in	conclusion,	

the	most	important	aspect	of	techno-creativity	in	film	production	is	the	ability	to	

produce	a	quality	work	and	at	the	same	time	help	with	the	narrative	and	

visualization	process	of	the	story	so	that	the	message	is	clearly	communicated	to	

the	audience.	Technologies	such	as	DVFx	should	be	compatible	with	the	message	

they	are	trying	to	convey	rather	than	just	a	trend	or	a	commodity.	
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Chapter	6	

	

NARRATIVE	TECHNO-ENHANCEMENT	
	
6.1	Introduction	

The	previous	chapter	discussed	how	DVFx	has	served	as	techno-creativity	

among	film	industry	players	and	stakeholders	in	Malaysia,	India	and	Australia.	

This	chapter	will	consider	the	role	of	DVFx	as	a	tool	in	approaches	to	narrative	

techno-enhancement.	As	mentioned	in	the	previous	chapter,	four	subthemes	

were	obtained	from	in-depth	interviews	with	informants	to	form	the	theme	of	

narrative	techno-enhancement.	The	relevant	subthemes	are	factors	in	choosing	

DVFx,	the	creative	team,	narrative	enhancement	and	narrative	distraction.	The	

subtheme	‘factors	in	choosing	DVFx’	explores	how	affordances	affects	the	use	of	

technology	in	producing	high-quality,	creative	films.	The	subtheme	‘creative	

team’	explores	roles	within	the	production	team,	and	the	ways	members	work	

together	using	their	expertise	and	knowledge	to	produce	imaginative	and	

original	stories.	The	subtheme	‘narrative	enhancement’	looks	more	closely	at	

how	participants	use	DVFx	in	storytelling	and	narrative	presentation,	primarily	

in	the	area	of	visual	transfer	to	the	screen.	The	fourth	subtheme,	‘narrative	

distraction’,	assesses	the	constraints	and	narrative	problems	that	arise	when	it	is	

not	possible	to	use	DVFx.			

	

Story	and	narratives	are	the	priorities	in	a	movie.	On	the	other	hand,	the	

spectacle	produced	using	DVFx	shows	the	progress	and	development	of	

technology	used	in	the	film	production	process,	especially	in	enhancing	the	

cinematic	experience	of	audiences.	The	use	of	DVFx	in	a	movie	represents	the	

timeline	of	the	era.	For	example,	films	in	1922	probably	used	camera	tricks	as	

special	effects,	while	films	in	2019	mostly	use	digital	special	effects.	Hence	the	

question	that	needs	to	be	addressed	is:	how	are	these	elements	of	technology	

integrated	with	the	story	and	narrative	filmmaking?	This	chapter	will	thus	focus	

on	the	role	of	DVFx	in	the	story,	and	the	presentation	of	narrative	as	opposed	to	
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the	technical	visual	presentation.	The	interpretation	of	the	narrative	relies	on	

how	technology	is	used	to	create	and	convey	stories	because	the	presentation	of	

stories	involves	communicating	and	transferring	the	meaning	to	audiences.	In	

that	sense,	it	is	important	to	consider	the	ways	in	which	the	story	and	narrative	

operate	in	filmmaking.		

	

According	to	McErlean	(2018),	story	and	narrative	are	different	but	

interconnected.	‘Story’	is	the	content	that	is	delivered	and	conveyed	to	the	

audience.	The	story	of	a	film	is	made	up	of	events	(including	actions	and	

occurrences	in	the	plot);	characters	(including	the	acting,	and	the	characters	

themselves);	and	settings	(including	background,	locations	and	props).	

Alexander	(2017)	described	the	Freytag	triangle	(the	sequence	of	introduction,	

rising	action,	climax,	falling	action	and	denouement)	as	the	primary	foundation	

in	the	construction	of	a	story.	It	is	not	easy	to	produce	an	excellent	story	because	

a	great	many	more	elements	are	needed.	‘Narrative’	refers	to	the	presentation	of	

the	story	and	its	expression	in	visual	form.	In	other	words,	the	narrative	is	how	a	

story	is	presented	or	told	to	the	audience.		

	

While	the	concepts	of	story	and	narrative	exist	in	other	art	fields	such	as	stage	

performances,	music	and	novels,	in	the	context	of	film,	a	story	conveys	the	

narrative	style	of	the	director	and	the	production	team	and	relies	upon	their	

creative	approaches	to	it.	According	to	Kim	et	al.	(2018),	the	narrative	serves	to	

explain	how	the	events	fit	in	the	story.	To	explain	the	event,	narratives	can	be	

divided	into	linear	narratives	and	nonlinear	narratives.	A	linear	narrative	or	

classical	Hollywood	narrative	is	an	easy-to-understand	narrative,	with	linear	

storytelling	involving	cause-and-effect	structures,	a	goal-oriented	protagonist	

and	a	simple	solution	at	the	end.	In	a	purer	sense,	linear	narrative	involves	three	

phases,	namely	beginning,	middle	and	end.	Bordwell	et	al.	(1985)	classify	a	

linear	narrative	as	a	narrative	that	tells	a	story	clearly,	vividly	and	has	some	

element	of	entertainment.		

	

There	is,	therefore,	a	second	category	of	narrative,	which	is	nonlinear	narrative.	

Nonlinear	narrative	is	widely	used	in	21st-century	filmmaking	as	the	storytelling	
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pattern	in	this	narrative	is	more	challenging	than	linear	narratives.	Nonlinear	

narrative	is	a	technique	that	portrays	events	in	a	story	without	following	a	linear	

chronology.	This	means	that	the	film	can	start	with	the	end,	the	climax,	or	

another	part	of	the	story.	This	narrative	technique	is	widely	used	in	horror,	

action	and	mystery	movies,	as	it	is	capable	of	stirring	curiosity	and	catching	the	

attention	of	the	audience.	This	technique	often	involves	special	impression	

techniques	such	as	flashback,	flashforward	and	retrograde	narratives.	

Retrograde	narrative	is	an	inverted	or	reversed	plot	and	not	in	the	usual	order	

(Genette,	1983).	

	

The	development	of	film	technology,	especially	DVFx,	has	enabled	the	narrative	

presentation	of	the	story	to	be	intensified.	Visual	images,	texts	and	music	

backgrounds	are	additional	technical	elements	that	help	the	narrative	

presentation	in	a	film.	This	narrative	presentation	is	an	element	that	the	director	

should	focus	on	as	the	narrative	will	also	determine	the	audience’s	perception	

and	acceptance	of	a	film.	As	such,	technological	developments	and	the	

emergence	of	DVFx	have	had	indirect	impacts	on	the	narrative	presentation	of	

films	primarily	involving	their	visual	presentation	and	character	development.	

	

6.2	Creative	Authorship	

Among	the	issues	that	need	to	be	considered	in	the	areas	of	film	production	and	

narrative	is	collaboration	within	production	teams.	This	requires	a	‘creative	

dynamic’:	an	environment	that	ensures	that	the	creativity	of	each	team	member	

is	properly	channelled.	All	members	have	different	areas	of	expertise,	ranging	

from	the	ideation	process	to	the	editing	process.	However,	focusing	on	narrative	

presentation,	cooperation	between	directors,	scriptwriters	and	screenwriters	is	

very	important.	Scriptwriters	are	responsible	for	writing	the	story	in	a	

conventional	form	or	on	paper	based	on	the	director’s	idea,	while	the	

screenwriters	add	cinematic	elements,	before	the	director	takes	over	to	create	

the	visual	form	and	an	attractive	look	on	the	screen.	This	collaborative	creative	

authorship	must	be	very	dynamic	to	produce	quality	films.	
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Gourdin-Sangouard	(2010)	states	that	the	director	have	a	little	creative	freedom.	

She	is	referring	to	a	comprehensive	review	by	Anderson	(1955/2004)	on	the	

roles	of	the	screenwriter	and	the	producer,	and	the	artistic	relationship	between	

them,	as	they	engage	in	an	exchange	of	creative	ideas,	each	thereby	asserting	a	

particular	brand	of	authorship.	For	example,	a	scriptwriter	uses	his	or	her	

abilities	in	imagination	and	story	craft,	but	at	the	same	time	requires	the	

director’s	skills	to	adapt	the	story	visually.	So	indirectly,	the	director	also	plays	a	

significant	role	in	authorship.	In	particular,	auteur	theory	originally	refers	to	the	

situation	in	which	a	film	is	judged	to	be	the	work	of	a	writer	rather	than	someone	

who	is	in	charge	of	directing	(Eisner,	1969).	However,	the	revolution	and	

development	of	the	theoretical	writing	of	films	in	France	in	the	1920s	have	made	

this	concept	of	authorship	stands	out	from	a	different	angle	by	making	the	

filmmaker	or	director	as	a	'writer'	of	the	film	(Hayward,	2017).	Auteur	theory	

also	champions	the	role	of	the	skilled	director	and	team	members,	as	the	

production	of	a	narrative	story	which	is	a	process	involving	cooperation,	

knowledge,	multitasking,	and	professionalism	among	the	members.	

	

Weakness	in	script	and	narrative	will	have	an	effect	upon	an	entire	film,	

regardless	of	the	skill	of	the	director.	Nor	can	technical	aspects	such	as	DVFx	

compensate	for	weaknesses	of	story	and	direction.	Everything	within	the	system	

is	interconnected.	According	to	Redvall	(2008),	filmmaking	is	a	collaborative	

process,	also	known	as	a	multiplicative	production	process.	In	this	process,	

individuals	with	particular	skills	and	expertise	will	contribute	their	knowledge	at	

certain	creative	stages,	such	as	idea	development,	scriptwriting,	script	

development,	pre-production,	production	and	post-production.	Hence	

collaboration	between	scriptwriter	and	director	is	common	in	creative	

authorship.	Furthermore,	this	collaboration	will	promote	partnership	and	the	

development	of	expertise	and	creativity,	especially	in	the	pre-production	phase.		

	

6.3	Digital	Narrative	and	Interactivity	

Narrative	expression	in	films	has	evolved	from	conventional	methods	to	more	

modern	methods	involving	digitization.	This	technological	innovation	has	also	

facilitated	the	diversity	of	audiovisual	narrative	(Overbergh,	2014).	Technology	
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also	creates	the	potential	for	diversity	of	story	delivery	methods.	Digital	

narratives	arise	as	a	result	of	the	development	from	the	first	generation	of	

storytelling	involving	speech	and	writing	methods	to	more	modern	methods	

involving	digital	platforms	such	as	the	use	of	the	Internet	and	software.	The	21st-

century	era	of	digital	movies	challenges	us	to	understand	the	‘medium’,	

especially	the	changing	aspects	of	the	platform.		

	

Hence,	the	use	of	DVFx	in	the	21st-century	movie	production	process	also	

challenges	filmmakers	to	equally	think	about	the	new	creative	narrative	and	

presentation	methods	and	their	effect	on	the	audience.	How	can	DVFx	affect	

creative	narrative	performances?	According	to	McClean	(2007),	DVFx	used	in	the	

creation	of	computer	digital	image	creation	has	become	part	of	the	story-

development	process	primarily	in	the	pre-production	stage.	Digitally	generated	

images	such	as	characters	and	virtual	camera	movement	seen	in	most	21st-

century	films,	demonstrate	how	DVFx	can	be	integrated	and	exploited	for	

storytelling	purposes.	This	insight	enables	the	relationship	between	DVFx	and	

the	narrative	to	be	studied	in	conjunction	with	the	structure	of	the	film	industry.		

	

According	to	Prince	(2012),	DVFx	have	proved	to	filmmakers	and	audiences	that	

digital	imaging	can	transform	narratives	in	a	new	way	and	have	initiated	a	future	

space	of	movie	production.	Prince	also	pointed	out	in	the	book	entitled	Digital	

visual	effects	in	cinema	that	the	use	of	DVFx	in	film	narrative	reinforces	the	

formal	design	and	function	of	a	film’s	structure.	Based	on	studies	conducted	by	

Lamm	(2018),	the	use	of	DVFx	in	film	narratives	can	enhance	the	

cinematography	and	juxtapose	the	characters	within	their	environment	

especially	in	the	visualization	process.	According	to	Tolette	(2009),	the	late	

1890s	and	early	1900s	films	have	produced	stimulating	effects	such	as	illusions	

and	camera	tricks	as	cinema	attraction.	A	Trip	to	the	Moon	(1902)	by	George	

Melies	is	one	of	the	examples	that	shows	a	cinematic	apparatus’s	ability	to	create	

a	new	sense	of	time	and	space.	At	that	time	DVFx	techniques	were	known	as	

special	effects	involving	techniques	such	as	stop	motion,	the	combination	of	

miniatures,	pyrotechnics,	matte	paintings	and	computer	graphics.	Directors	use	

all	of	these	special	effects	techniques	to	improve	and	enhance	the	narrative	
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performance	of	stories.	In	this	era	special	effects	were	only	used	in	certain	

genres	of	films,	especially	sci-fi,	action	and	thriller	and	less	used	in	the	narrative	

of	other	genres	such	as	drama,	romance	and	comedy.	But	the	situation	has	

changed	today,	with	DVFx	being	widely	used	in	various	film	genres,	bringing	the	

film	industry	into	the	digital	realm	(Venkatasawmy,	2012).	

	

The	development	of	this	technology	has	not	only	changed	narrative	storytelling	

from	conventional	to	digital	but	also	impacts	the	digital	narrative	presentation	

or	style.	DVFx	is	used	as	a	narrative	presentation	tool	through	character	

creation,	place	and	time	backgrounds	and	props	as	well.	All	these	are	generated	

through	computer	digital	images,	and	2D	and	3D	animation	using	CST.	Indirectly,	

through	the	use	of	this	technology,	digital	narrative	performances	have	created	

the	interactivity	or	interaction	of	digital	communication	both	to	the	creator	and	

the	audience.	Cover	(2006)	argues	that	interactivity	is	a	term	used	to	describe	all	

digital	communications	in	general.	Sometimes	interactivity	is	used	to	describe	

the	‘digital’	aspects	of	technology-based	communication	and	media	engagement	

that	involve	the	user’s	ability	to	carry	out	activities	such	as	choosing,	receiving	

information,	providing	feedback	and	joining	together	with	the	media.	Cover	and	

Doak	(2015)	also	pointed	out	that	the	opportunities	for	digital	communication	

and	thinking	will	open	up	through	interactivity	and	the	emergence	of	digital	

cultures.	This	implication	will	also	re-shape	the	concepts	of	authorship,	co-

creativity	or	co-participation	in	the	presentation	of	text	production	such	as	film.	

Hence,	the	use	of	DVFx	in	the	process	of	narrative	presentation	has	created	an	

interactivity	aspect	that	is	also	known	as	an	interactive	narrative.	

	

Interactive	narratives	are	a	significant	part	of	the	development	of	film	

technology	that	shifts	from	an	‘immersive’	attraction	to	one	that	offers	a	degree	

of	‘interactivity’.	King	(2000)	thinks	that	the	level	of	interactivity	that	is	

integrated	into	the	narrative	depends	on	the	creators’	ability,	expensive	

technology	and	more	time-consuming	experiences.	One	example	today	is	the	use	

of	virtual	reality	technology	or	VR	in	narrative	presentations.	Virtual	reality	

provides	future	possibilities	for	immersive	and	interactive	entertainment.	

Through	this	technology,	audiences	will	define	narratives	according	to	their	
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favourite.	For	example,	Netflix	has	introduced	the	concept	of	interactive	content	

that	allows	viewers	to	choose	characters	and	shaping	the	story,	such	as	Puss	In	

Book:	Trapped	in	an	Epic	Tale	(Roy	Buldine	&	Johnny	Castuciano,	2017),	Buddy	

Thunderstruck	(Ryan	Wiesbrock,	2017),	and	also	Black	Mirror:	Bandersnatch	

(David	Slade,	2018).	In	Dooley’s	(2017)	study,	there	are	two	different	earlier	

scholarly	views	on	the	concepts	and	features	that	must	be	present	in	interactive	

narratives	in	storytelling.	However,	the	basic	principle	is	that	the	interactive	

narrative	should	be	equally	important	as	the	classical	narrative.	The	first	view	is	

that	interactive	narratives	should	be	based	on	a	classical	narrative	feature	that	

emphasizes	‘cause	and	effect’.	The	second	view	looks	at	interactive	features	and	

computer-based	elements	that	need	to	exist	in	interactive	narratives.	Aylett	and	

Louchart	(2003)	propose	the	term	‘emergent	narrative’	to	describe	an	

interactive	story	authored	in	a	conventional	form,	in	which	one	can	interact	with	

different	protagonists.	Emergent	narratives	also	allow	interactivity	between	

dramatic	structures	to	create	tension	elements	for	audiences.		

	

According	to	McErlean	(2018),	the	interactive	narrative	offers	a	highly	context-

dependent	experience	to	audiences	as	it	involves	interactive	aspects	such	as	text	

input,	graphical	presentation	and	even	visuals.	McErlean	(2018)	looks	at	

interactive	narratives	forming	interactions	with	each	other.	Each	of	these	

interactions	has	a	different	impact	on	the	story	as	it	relies	on	narrative	design.	

However,	Alexander	(2017)	looks	at	the	interactivity	aspect	in	the	narrative	

from	a	different	angle.	According	to	Alexander,	a	good	story	and	narrative	will	

win	the	hearts	of	the	audience	through	the	use	of	elements	that	are	concealed	in	

the	story.	Concealing	the	essentials	of	a	story	invites	the	audience	to	keep	up	

with	the	story.	Thus	according	to	Alexander,	concealing	and	attraction	are	

fundamental	to	the	concept	of	interactivity	and	co-creation.	The	digital	narrative	

is	also	a	part	of	the	digital	storytelling	concept	inherent	in	the	development	of	

digital	technology	in	the	film	industry.	These	two	concepts,	digital	narrative	and	

digital	storytelling,	involve	conveying	or	presenting	a	story	or	narrative	using	

digital	technology	in	cyberculture	(Alexander,	2017).	Digital	narratives	or	

storytelling	are	stories	produced	using	digital	tools	for	large-scale	audiences.	In	

this	study	digital	technology	refers	to	the	use	of	DVFx.	
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6.4	Analysis	1:	DVFx	and	Technology	Affordance	

The	developments	in	the	film	industry	nowadays	show	that	DVFx	has	had	a	

significant	impact	on	narratives	over	the	decades.	This	impact	can	be	seen	within	

changes	in	techniques	of	narrative	presentation	and	the	use	of	tools	in	

production.	The	analysis	in	this	section	begins	by	looking	at	what	factors	cause	

the	informants	to	use	DVFx	in	the	production	of	their	movie	projects.	This	

analysis	is	essential	to	know	the	extent	to	which	professionals	in	these	three	

countries	have	adapted	to	cyberculture,	as	described	by	Alexander	(2017).	At	the	

same	time,	the	analysis	of	the	use	of	this	technology	also	coincides	with	the	

concept	of	affordance	to	investigate	at	what	stage	people	learn	to	use	‘action	

possibilities’	or	affordances	in	their	creative	environment	(Shaw,	2017).	An	

affordance	is	a	conceptual	tool	frequently	used	by	scholars	in	the	field	of	the	

social	science	of	technology	and	communications.	The	use	of	the	term	

affordance10	has	grown	widely	in	this	area	as	it	helps	to	explain	the	implications	

of	technology	for	people.	

	

a. DVFx	Capacity	

All	informants	agree	that	they	are	using	DVFx	due	to	the	rapid	development	of	

technological	advances.	Informants	from	Australia	are	of	the	opinion	that	the	

development	of	digital	technology	today	has	a	lot	to	do	with	DVFx.	These	

developments	have	also	transformed	the	creative	methods	that	artists	use	to	

produce	quality	works.	According	to	AUS1:	

	

I	think	initially	people	were	apprehensive	of	digital	technology	and	the	use	
of	it	in	their	projects,	but	those	who	embraced	it	demonstrated	the	
possibilities,	and	now	it	is	common	and	assumed	that	people	would	use	
DVFx	in	their	project.		

	

Besides,	through	the	advent	of	DVFx	technology,	creators,	especially	DVFx	artists	

and	supervisors,	have	the	advantage	of	creating	something	and	solving	problems	

																																																								
10	Affordance	refers	to	possibilities	in	how	objects	in	the	environment	could	be	
used.	Researchers	in	communication	technology	studies	use	this	term	to	explain	
the	impact	of	technologies	on	people	(Shaw,	2017).		
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(in	the	production	stage)	through	the	use	of	equipment	and	tools	such	as	

creative	support	tools	(CST).	AUS5	supported	this	idea:	

	

Creating	materials,	even	like	a	paper	cup,	it	used	to	take	a	long	time	for	
people	to	achieve	the	real	look	but	nowadays	with	all	this	technology	and	
software	for	DVFx	artists,	we	can	focus	on	being	the	creator	and	know	that	
the	tools	are	going	to	do	their	job.		

	

Informant	AUS3	added:	

	

One	of	the	interesting	things	with	the	DVFx	in	films	where	it’s	now	at	the	
stage	where	you	can	do	anything	you	want.	I	think	all	the	big	problems	are	
solved	because	there’s	no	limitations.	That	means	all	the	directors	and	the	
writers	are	not	necessarily	forced	to	be	creative	within	restrictions	or	
premises.	

	

This	analysis	indirectly	shows	that	the	combination	of	technology	and	human	

capability	can	produce	high	creativity,	especially	in	the	production	of	a	film.	

Informants	are	of	the	view	that	DVFx	technology	can	‘create’	digitally	beautiful	

scenes	because	DVFx	allows	artists	and	supervisors	to	imagine	freely.	

	

b. Narrative	Presentation		

Apart	from	the		ability	to	‘create’,	DVFx	has	also	been	proven	to	facilitate	the	

process	of	film	production	especially	in	narrative	presentation.	The	findings	

show	that	DVFx	technology	will	continue	to	evolve,	and	this	development	

indirectly	contributes	to	new	forms	of	narrative	presentation.	Informant	AUS3	

also	believes	DVFx	helps	accelerate	the	production	process	and	will	continue	to	

evolve.	AUS3	said:	

	
Well,	technology	continues	to	develop;	you	can	do	more	and	more.	Which	
was	not	case	when	I	started,	there	was	things	simply	wouldn’t	be	possible	
and	you	only	have	to	look	at	how	digital	videos,	digital	visual	effects	will	be	
evolved	every	time.	
	

Informant	AUS4	supported	the	opinion	of	informant	AUS3.	According	to	AUS4,	

the	production	process	becomes	more	manageable	with	the	help	of	DVFx	
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technology	and	will	continue	to	grow.	However,	the	development	of	DVFx	

technology	is	likely	to	make	it	difficult	for	small	studios	to	adapt:	

	

It	is	helpful	in	the	making.	As	DVFx	become	more	sophisticated	so	anything	
will	become	easier.	It	is	more	come	far	away	so	as	a	DVFx.	I	did	not	say	it	
was	not	possible	then,	but	it	was	hard	for	a	smaller	team	to	get	right.		

	

DVFx	are	also	used	in	the	creation	of	a	character,	which	is	one	of	the	processes	

used	to	complete	narrative	performances	of	a	story.	Informant	AUS4	noted	that	

the	use	of	DVFx	could	allow	a	DVFx	artist	to	create	a	story	or	props	to	make	it	

easy	for	the	audience	to	understand.	Swinging	Safari	is	a	film	produced	in	

Australia	that	featured	a	whale	as	a	main	character	in	the	story.	The	character	

was	created	using	DVFx	to	make	the	movie	different	from	others.	At	the	same	

time,	the	creation	of	characters	or	props	using	DVFx	can	reduce	the	overall	

production	cost.	According	to	AUS4:	

	

Look	at	Australian	film	Swinging	Safari.	It	would	be	a	very	different	film	
without	visual	effects.	You	could	do	it	with	props	but	it	would	of,	the	props	
that	would	be	required	would	be	out	of	the	budget	of	the	film.	So	while	you	
could	do	it	with	the	props,	it	would	not	be	financially	feasible	to	do	with	
props.	DVFx	opened	up	that	story	to	a	lithographer,	the	whale	is	the	central	
character	for	the	budget	that	it	has.		

	

In	contrast	to	the	situation	in	Australia,	informants	in	Malaysia	argued	that	the	

use	of	DVFx	in	any	film	production	in	the	country	today	is	seen	as	‘mandatory’	

and	is	not	something	new.	Film	companies	in	Malaysia	are	increasingly	daring	to	

use	DVFx	technology	in	their	films.	This	is	evident	in	the	fact	that	most	popular	

genres	in	Malaysia	such	as	sci-fi,	horror	and	action	have	begun	to	incorporate	

elements	of	DVFx	into	their	narratives.	Informant	MAS1	described	DVFx	in	

Malaysia	already	being	part	of	the	production	process.	He	said:	

	

There	is	now	[a	demand	of]	a	film	that	needs	DVFx.	The	moment	you	move	
into	action	you	need	them.	If	you	use	horror	film,	the	flying	sequences	you	
need	DVFx,	biking	up	the	wall	or	smashing	somebody,	it	is	all	DVFx.	It	
becomes	part	of	the	production.	
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Informant	MAS2	agreed	and	added:	

	

It	is	no	longer	strange	to	see	DVFx	in	movies,	and	it	is	a	necessity	because	it	
helps	like	sometimes	when	you	shoot	something,	and	you	do	not	want	to	see	
unnecessary	things	in	the	frame,	so	you	want	to	get	rid	of	it.	Again	you	got	
to	use	DVFx	get	rid	of	it.	
	

These	findings	indirectly	show	DVFx's	progress	in	the	film	industry;	not	only	

does	it	focus	on	aesthetic	mise-en-scene	aspects,	it	has	also	evolved	in	the	

narrative	presentation.	DVFx	was	predominantly	used	to	assist	in	the	narrative	

of	sci-fi	genres,	but	DVFx	were	also	used	as	a	narrative	presentation	element	for	

other	genres	of	films.	

	

DVFx	are	also	used	to	create	background	settings	and	locations,	which	are	

critical	elements	in	the	narrative	presentation.	DVFx	are	needed	in	narrative	

performances	in	sci-fi	or	historical	genres.	Malaysia	provides	a	good	example	of	

this,	as	it	is	difficult	for	filmmakers	to	get	sets	and	filming	backgrounds,	

especially	in	the	history	film	genre.	Informant	MAS2	explained	how	DVFx	helped	

create	a	set	that	resembled	old	buildings	in	Malaysia	in	the	production	of	Tanda	

Putera.	Informant	MAS2	argued	that:	

	
It	was	necessary	because	of	a	lot	of	the	artefacts,	buildings	are	no	longer	
there.	So	if	we	want	to	do	a	historical	film,	it	is	the	real	challenge	in	
Malaysia	because	most	things	are	no	longer	there.	Moreover,	the	only	way	
you	can	do	it	is	to	have	a	new,	thank	goodness	there’s	such	a	thing	as	visual	
effects	to	create	and	put	back	the	things	that	you	have	lost.	

	

This	thought	clearly	shows	that	digital	tools	like	DVFx	provide	space	for	

filmmakers	and	unprecedented	capabilities	to	create	realistic	scenes	in	

narratives.	This	finding	is	in	line	with	the	views	expressed	by	Prince	(2012),	who	

argues	that	the	creation	of	perceptual	realism	in	movie	productions	is	the	

primary	target	and	objective	of	the	visual	effects	artists.	Most	of	the	informants	

from	India	assumed	that	the	ability	to	create	something	extraordinary	and	other	

than	standard	practice	is	a	factor	that	causes	them	to	use	DVFx.	Informant	IND2	

said:	
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I	want	to	create	something	that	I	want	to	show	to	the	world,	and	I	still	have	
much	interest	in	this	thing.	I	like	to	try	new	things	and	how	to	manipulate	
things	to	show	to	the	world.	

	

Informer	IND3	also	believes	that	the	ability	to	think	creatively	is	indispensable	

for	highlighting	creative	ideas:	

	

Obviously	you	need	to	think	something	if	you	want	to	show	new	things	and	
all	then	you	need	to	be	creative.	

	

Thus,	this	finding	is	indirectly	suggests	that	the	creation	of	special	effects	in	a	

film	provides	entertainment	elements	and	assists	the	narrative	presentation,	

especially	for	the	audience.	According	to	Lamm	(2018),	the	use	of	DVFx	for	some	

films	such	as	Marvel	movies	is	too	vivid	as	the	use	of	explosives,	magic	and	CGI	

primarily	for	the	audiences.	This	is	because	the	use	of	DVFx	by	directors	or	

producers	is	not	merely	a	question	of	the	tools	they	use,	but	DVFx	is	an	essential	

player	in	the	way	a	director	presents	a	story.	

	

c. Industry	Trends	

The	high	demand	for	DVFx	usage	in	Malaysia,	India,	and	Australia	is	also	due	to	

the	factor	of	industry	trends.	However,	at	the	same	time,	industry	players	are	

also	facing	specific	problems	such	as	high	production	costs.	If	in	Malaysia	the	use	

of	DVFx	has	become	compulsory,	the	same	situation	applies	in	India.	After	the	

success	Baahubali	1	and	2	in	2015,	DVFx	in	India	film	production	continues	to	be	

in	high	demand.	Informant	IND5	stated	that	DVFx	usage	in	India	also	helped	to	

increase	the	usage	number	among	filmmakers.	He	said:	

	

It	is	growing,	and	in	2017	I	can	say	that	Indian	visual	effects	are	growing	
like	20–30	per	cent	every	year.	There	is	a	great	visual	effect	in	Baahubali.	
For	Indian	cinema,	it	was	a	massive	step	because	there	is	no	other	film	that	
was	made	on	such	a	colossal	scale.	It	has	DVFx	shots	and	story	as	well.	
Everything	is	there.	
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According	to	informant	IND5,	Baahubali	did	not	have	the	same	impact	as	

Hollywood	films;	however,	Baahubali’s	success	was	an	essential	step	in	the	

development	of	the	DVFx	industry	in	India.	The	development	of	technology	had	

also	improved	the	quality	and	creativity	of	the	use	of	DVFx	in	the	film	industry	in	

India.	According	to	informant	IND6,	the	development	of	DVFx	in	India	has	also	

been	influenced	by	the	emergence	of	several	Hollywood	company	studios	in	

India.	This	situation	shows	that	DVFx	also	contributes	to	co-production	as	well	

as	a	collaborative	network	in	modernizing	transnationalism.	This	is	also	

contributing	to	the	DVFx	industry	in	India	becoming	among	the	best	in	the	

world.	According	to	IND6:	

	

30	years	back	there	was	VFx	but	not	the	level	we	have	right	now.	Now	we	
started	comparing	with	Hollywood	because	there	is	a	studio	in	India	and	
there	are	backbones	for	Hollywood.	Like	if	you	take	Prime	Focus,	we	are	in	
the	top	5	studios	in	global	now.	Prime	Focus	is	directly	working	with	
Hollywood.	

	

In	general,	based	on	findings	from	informants	from	all	three	countries,	the	use	of	

DVFx	has	had	a	positive	impact	on	story	narrative	and	the	production	process	as	

well.	However,	one	informant	described	the	difficulties	and	obstacles	in	

implementing	DVFx	in	production.	Based	on	the	findings,	informants	from	

Malaysia	pointed	out	that	high	costs	are	still	a	‘barrier’	to	film	directors	and	

producers	using	DVFx.	Informant	MAS1	shared	his	experience	running	his	first	

DVFx	studio	in	Malaysia.	According	to	him:	

	

I	invested	in	Viper	Studios	to	make	sure	when	we	produced	the	movie	so	
that	we	can	produce	the	DVFx	part	as	well	in-house.	If	we	make	it	
outsourced,	it	will	take	time	with	higher	cost.	Hollywood	expends	a	million	
ringgit	only	for	VFx,	which	is,	for	that	cost	we	can	produce	100	movies	in	
Malaysia.	There	is	a	huge	gap	there.	

	

Informant	MAS1	added:	

	

I	think	DVFx	industry	in	Malaysia	can	compete,	but	the	main	problem	here	
is	the	cost	and	budget.		
	



	 190		

Informant	MAS1	also	described	the	same	problem:	

	

It	is	used,	but	to	one	extent	it	is	questionable	because	we	do	not	have	
enough	money	to	hire	and	it	is	too	expensive.	
	

Based	on	these	findings,	the	high-cost	problem	in	Malaysia	is	due	to	the	high	

demand	from	the	industry	and	the	low	numbers	of	DVFx	experts.	Based	on	

statistics	in	the	MSC	Annual	Industry	Report,	up	to	2015,	only	13%	or	358	

companies	within	the	creative	content	and	technologies	cluster	(including	

animation	companies,	digital	artists,	3D	modelers,	designers,	etc.)	were	actively	

registered	in	Malaysia	including	DVFx	companies.	Based	on	this	percentage,	

creative	content	and	technologies	became	the	third	largest	taxation	revenue	

contributor	in	2015	with	only	17%	or	RM7.24	billion	of	the	total	revenue	of	

RM42.1	billion.	Hence	this	is	not	surprising	as	the	creative	industries,	including	

DVFx	in	Malaysia,	can	be	categorized	as	a	new	and	growing	sector.	The	same	

problem	has	also	happened	in	India.	According	to	informant	IND6,	although	most	

DVFx	artists	in	India	work	with	Hollywood-owned	studios	or	companies,	they	

are	supposed	to	have	a	lot	of	experience	and	know	the	overall	Hollywood	

pipeline	working	plan.	With	this	experience,	DVFx	artists	in	India	should	be	able	

to	adapt	and	transfer	that	knowledge	into	the	Bollywood	movie	industry.	

However,	cost	remains	a	barrier.	According	to	IND6:	

	

There	is	a	big	question	coming.	The	question	here	is	how	much	do	you	have	
to	spend?	Budget	is	the	main	thing.	What	Hollywood	spends,	we	cannot	
spend.	They	have	a	budget,	and	their	movies	are	going	to	be	on	the	global	
platform	not	for	a	specific	country	so	they	overall	globally.	Their	budget	is	
huge.	

	

However,	there	is	a	balance	of	opinion	among	Indian	informants.	One	informant	

stated	that	the	cost	factor	is	not	a	hindrance;	the	cost	factor	will	merely	

determine	the	quality	of	the	DVFx	presented.	Informant	IND1	explained	that	the	

expertise	and	quality	of	DVFx	work	produced	should	depend	on	the	budget	

agreed	upon	by	the	client.	Informer	IND1	added:	

	



	 191		

Obviously,	because	while	doing	anything	like	character	animation,	lighting	
animation	it	is	all	depending	on	costing	and	budgeting.	Sometimes	the	
client	has	a	lot	of	budget,	so	it	is	only	one	consent	that	he	wants	as	realistic	
as	possible	because	he	is	investing	much	money.	

	

Informant	IND1’s	view	was	supported	by	an	informant	from	Australia,	AUS4,	

who	stated	that	the	visual	effects	supervisor	should	explain	more	carefully	to	the	

client	what	work	can	be	performed	for	the	budgeted	amount.	This	decision	will	

facilitate	the	DVFx	production	process.	According	to	AUS4,	further	increasing	

and	changing	demands	from	clients	are	likely	to	be	accepted	by	large	companies	

but	not	by	small	companies.	AUS4	added:	

	

Working	towards	budget	and	if	you	filmed	in	this	way	and	you	required	this	
type	of	visual	effects,	and	this	is	how	much	it	is	going	to	cost	you	…	it’s	very	
easy	for	the	studios	to	bully	the	DVFx	company	into	accepting	the	biggest	
scope	of	work	for	the	same	budget	and	that	is	where	money	becomes	an	
issue	within	the	DVFx	because	all	the	same	you	need	lots	of	it.	

	

The	use	of	DVFx	can	be	regarded	as	a	trend	in	the	21st	century	movie	

production,	as	DVFx	can	help	explain	narrative	performances,	especially	to	

audiences.	However,	cost	and	budget	factors	are	still	an	obstacle	especially	in	

Malaysia,	but	this	is	undoubtedly	temporary	if	there	are	capital	and	funding	

initiatives	from	the	appropriate	parties.	For	example,	initiatives	from	

governments	and	a	capital	injection	from	potential	investors	are	likely	to	spur	

the	DVFx	industry	further.	In	Malaysia,	the	government	through	the	National	

Film	Development	Corporation	(FINAS)	has	set	up	a	dedicated	Digital	

Development	Fund	for	the	production	of	creative	digital	content	such	as	short	

films,	video	music,	animations	and	feature	films	by	creative	players	in	Malaysia.	

In	Australia,	Screen	Australia	is	a	body	that	also	financially	and	professionally	

supports	filmmakers	in	Australia.	The	same	support	is	available	in	every	state	in	

Australia	through	Create	NSW,	Victoria	Film,	Queensland	Screen,	SA	Film	

Corporation,	Screenwest,	Tasmania	Screen,	Screen	ACT	and	Screen	Territory.	

Interestingly,	in	Australia	state	governments	try	to	attract	foreign	producers	and	

directors	to	produce	films	in	Australia	through	rebates	for	overseas	productions.	
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For	example,	Film	Victoria	announced	a	$3	million	Bollywood	Attraction	Fund	to	

attract	Bollywood	studios	to	produce	a	movie	in	Victoria.	

	

6.5	Analysis	2:	Narrative	Enhancement	

Delivering	a	story	with	creative	methods	and	styles	through	cinematic	form	and	

aesthetics	is	not	an	easy	task.	The	narrative	presentation	is	also	closely	related	to	

the	role	of	the	screenwriter.	A	screenwriter	should	ensure	the	narrative	

presented	in	the	story	reaches	challenging	objectives	and	provides	details	of	the	

scenes	in	the	story.	Knudsen	(2016)	described	two	main	issues	with	this.	The	

first	problem	is	limited	imagination	in	screenplays	and	the	second	problem	is	the	

dominance	of	genres,	which	can	overpower	the	screenplay,	dramaturgy	and	

narrative	arrangement,	especially	in	classical	narratives.	This	problem	can	be	

exacerbated	by	the	lack	of	tools	that	can	be	used	as	well	as	the	limitations	of	the	

imagination	of	a	director,	scriptwriter	or	screenwriter.	To	transform	a	story	into	

narrative	and	screen	form,	a	screenwriter,	for	example,	needs	to	be	creative	in	

presenting	and	delivering	a	visual.	This	visual	presentation	includes	the	use	of	

colours,	juxtaposition,	mise-en-scene,	montage,	narrative	structure,	characters’	

actions	and	dialogue.	Therefore,	to	ensure	that	narrative	performance	is	well	

executed,	a	director	or	screenwriter	should	first	understand	the	screenplay	and	

cinematic	forms’	potential.		

	

Storytelling	using	digital	technology	began	as	early	as	the	advent	of	computers	

and	the	Internet.	Historically,	digital	storytelling	began	with	the	creation	of	

hypertext	fiction.	According	to	Alexander	(2017),	hypertext	works	in	digital	

stories	by	creating	a	platform	for	users	(readers)	experiences.	However,	from	the	

production	point	of	view,	hypertext	creators	will	use	some	tools	to	generate	a	

digital	story,	and	one	of	them	is	DVFx.	The	second	section	of	the	analysis	in	this	

chapter	will	answer	the	questions	about	how	DVFx	can	improve	the	narrative	

presentation	of	a	story.	This	section	will	also	show	how	the	influence	of	digital	

technology	can	breathe	new	life	into	the	form	of	narrative	presentation	and	

storytelling.	
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Carmona	(2017)	states	that	narratives	in	a	story	can	be	understood	as	a	form	of	

communication	through	the	experience	of	the	filmmakers	to	the	audience	and	

vice	versa.	Communication	in	this	visual	form	is	not	secure,	as	the	story	transfer	

process	from	the	director	to	the	audience	needs	to	be	presented	on	the	screen,	or	

in	other	words	in	the	form	of	audiovisual	presentations.	Unlike	narrative	written	

novels,	Metz	(1974)	states	that	narrative	in	film	is	dependent	on	a	group	of	

images	presented	in	a	structured	form	that	may	involve	different	sounds,	

pictures	or	images	arranged	in	a	sequence.	In	other	words,	the	sequence	of	

scenes	in	a	movie	creates	a	narrative	chain	for	the	story.	The	production	of	this	

sequence	is	assisted	by	production	elements	such	as	acting,	characters,	a	setting	

of	time	and	place,	and	props.	Bordwell	(2008)	described	the	narrative	as	the	

activity	of	selecting,	organizing	and	rendering	story	material	in	order	and	added	

that	the	primary	objective	of	the	narrative	is	to	convey	the	story	to	the	audience.	

Bordwell	characterized	the	three	principles	in	the	film	narration	process	as	

fabula,	syuzhet	and	style.	Fabula	can	be	understanding	as	a	story	that	combines	

action	as	a	chronological	effect,	and	that	occurs	within	a	particular	time	and	

space,	while	syuzhet	refers	to	the	plots	that	make	up	the	story,	which	is	fabula.	

So,	the	role	of	DVFx	technology	in	improving	narrative	quality	can	be	attributed	

to	Bordwell’s	third	principle	of	style.	Here,	style	refers	to	the	technical	processes	

involved	in	story	presentation,	plot	and	sequences	including	the	use	of	cinematic	

elements	such	as	composition,	cinematography,	editing	and	sound.	Bordwell	

argues	that	the	combination	of	syuzhet	and	style	shapes	the	narration.	

	

Bal	(2009)	has	a	different	view	in	this	regard.	In	his	text	narrative	analysis,	he	

assumed	that	the	narrator	was	at	the	centre.	To	understand	this,	he	introduced	

the	concept	of	focalization.	According	to	Bal,	focalization	refers	to	the	

perspective	or	angle	from	which	one	views	the	narrative	elements.	This	

perspective	includes	elements	in	the	story	as	well	as	the	third	person	view	

narrator.	Narrative	perception	depends	on	the	process	of	focalization	and	the	

elements	that	determine	the	narrative	situation.	As	such,	focalization	in	the	art	of	

cinema	depends	on	the	content	of	the	photography,	compositions,	acting	and	any	

cinematic	creation	elements	that	help	to	enhance	creative	narrative	

performances.	The	development	of	today’s	digital	media	technology	should	
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augment	ways	of	delivering	a	story	through	creative	narratives	(Buell,	2017).	

Hence,	regarding	Bordwell	(2008)	and	Bal	(2009),	the	use	of	DVFx	can	enhance	

creative	narrative	performances	through	the	digital	creation	of	the	

cinematography,	composition,	editing,	characters	and	character	elements.	This	

digital	narrative	creative	presentation	is	central	to	the	concept	of	narrative	

techno-enhancement.	DVFx	can	enhance	narrative	through	the	elements	of	

storytelling	technology	and	the	creativity	of	directors	and	DVFx	artists.	This	

statement	is	supported	by	detailed	input	from	all	the	following	informants.		

	

The	most	important	mantra	in	a	story	is	‘Show,	do	not	tell.’	Most	of	the	

informants	believe	that	a	good	story	is	a	keystone	or	a	backbone	of	the	best	

creative	narrative.	According	to	Gitner	(2015),	putting	a	narrative	in	the	story	

will	indirectly	put	the	audience’s	understanding	in	the	story.	This	juxtaposition	

happens	because	good	narratives	will	spark	the	curiosity	of	audiences	and	touch	

their	emotions	and	thereby	ensure	they	continue	to	follow	the	story.	A	good	

story	should	start	with	the	director.	The	role	of	directors	in	finding	good	stories	

will	be	helped	by	a	consideration	of	how	DVFx	could	be	used	to	present	the	story	

to	the	audience	in	a	creative	way.	Based	on	the	findings,	the	impact	of	using	DVFx	

to	improve	narrative	quality	or	narrative	techno-enhancement	can	be	divided	

into	two	main	factors:	the	role	of	a	director	or	teamwork	and	the	impact	on	

narratology.	

	

6.5.1	Role	of	Directors	and	Team	Work	

Most	informants	assume	that	the	use	of	DVFx	in	the	film	production	process	

helps	in	reaching	the	imagination	of	a	director	or	audience.	The	informants	also	

argued	that	the	role	of	the	directors	is	seen	as	important	especially	in	raising	

narrative	creativity	before	being	assisted	by	DVFx.	Murad	(2016)	notes	that	the	

director’s	creativity	can	be	seen	in	new	and	innovative	ways	of	presenting	a	

story.	A	director	is	generally	a	person	who	is	fully	responsible	for	the	final	

product	of	the	film	and	someone	who	needs	to	lead	the	whole	team	to	ensure	a	

satisfactory	result.	Directors	should	also	lead	creative	works	and	ideas	in	this	

field.	For	example,	the	informant	MAS1	stated:	

	



	 195		

It	depends	on	the	director.	As	a	visual	effects	supervisor,	I	enhance	the	
creativity	that	comes	from	him/her,	and	I	give	a	suggestion	and	opinion	to	
enhance	the	creativity	beautifully.	

	

MAS1	stated	that	the	director’s	creativity	in	presenting	the	story	is	enhanced	by	

the	use	of	DVFx,	helped	by	the	advice	of	the	visual	effects	supervisor.	An	

informant	from	India,	IND3,	shared	similar	thoughts	concerning	cooperation	

between	the	director	and	the	DVFx	supervisor.	According	to	IND3:	

	

I	am	taking	an	example	in	Nirja.	The	director	thought	it	is	a	true	story	of	the	
flight	hijacking,	so	the	director	narrates	the	whole	thing	to	the	principal	
DVFx	supervisor	and	they	both	sat	together	and	made	an	animatic	of	that.	
From	that,	they	have	a	mini	rehearsal	and	all	as	a	general	public.	

	

Based	on	these	findings,	the	role	of	director	is	significant	to	lead	the	team	and	

developing	the	creativity	of	a	film	apart	from	the	usage	of	DVFx.	As	a	team	

leader,	the	director	needs	to	do	comprehensive	planning	for	production,	

including	consultation	with	the	DVFx	supervisors.	

	

According	to	Squires	(2014),	when	the	director	works	with	the	DVFx	supervisor	

during	the	production	process,	they	will	facilitate	further	communication	with	

the	production	team.	Usually,	the	DVFx	production	process	will	take	6	to	10	

months,	and	depending	on	the	type	of	DVFx	required.	DVFx	supervisors	can	

communicate	with	DVFx	teams	during	production	and	post-production	

processes	to	help	directors	present	narratives	more	effectively.	It	is	also	

essential	for	a	director	to	see	DVFx	as	a	necessary	art	and	not	something	that	can	

be	ignored.	This	means	teamwork	is	crucial	in	producing	a	genuinely	creative	

and	quality	film.	An	informant	from	Australia,	AUS2,	conveyed	the	same	opinion:	

	

For	the	Great	Wall	it	takes	ten	months	for	our	studio,	but	we	are	limited	by	
the	main	studios	in	Singapore.	So	it	takes	between	6	to	10	months	by	the	
time	you	get	the	shots	in	from	the	shoots.	That’s	when	the	creativity	starts	
because	then	you	start	developing	group,	the	director	can	start	seeing	‘ah	
that	is	other	world	they	want	on	the	screen’	and	then	it	gets	very	crazy	to	
finish	it.	
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Subsequently,	the	director	should	also	give	freedom	in	the	workspace	to	the	

production	team	and	avoid	any	conflict	that	could	be	harmful	to	the	team.	If	a	

director	imposes	limitations	and	restricts	the	use	of	DVFx	in	a	story	narrative,	

this	will	restrict	the	creativity	of	the	production	team.	An	informant	from	

Australia,	AUS3,	voiced	this:		

	

What	we	can	do	is	look	at	the	films	now,	look	at	the	way	they	are	told	and	
you	can	sit,	do	anything	maybe	it	could	be	better,	and	you	didn’t	need	all	of	
it.	If	the	director	doesn’t	have	any	restriction	at	all	then	there	is	no	stopping	
to	think	couldn’t	actually	do	better.	

	

Thus	this	means	that	although	the	director	has	the	power	to	control	production	

members,	it	is	also	crucial	for	them	to	work	together	to	ensure	that	the	

production	process	runs	smoothly.	This	situation	is	necessary	to	avoid	any	form	

of	tension	and	problems	among	production	members.	

	

A	different	view	was	provided	by	Indian	informants.	Informant	IND6	reported	

that	in	one	film	production	in	India	the	director	had	full	power	to	decide	the	

DVFx	usage	in	the	production.	In	this	case,	a	Bollywood	action	movie	called	

Bashau,	although	the	production	team	had	expertise	in	DVFx,	the	director	stated	

that	he	did	not	want	all	scenes	involving	stunts	and	action	to	be	performed	using	

DVFx	and	they	had	to	be	done	through	real	action	to	have	a	more	profound	and	

realist	impact	on	the	narrative.	According	to	IND6:	

	

They	might	go	with	the	DVFx,	but	the	director	did	not	want	to	do	the	DVFx.	
It	is	a	whole	director	call,	it	is	a	whole	storytelling	narrative,	or	creative	
people	call	it	…	however,	you	cannot	say	that	DVFx	has	vanished,	they	still	
involved	it.		

	

The	success	or	creativity	of	a	film	should	be	seen	as	the	success	of	the	whole	

production	team	and	is	not	solely	the	director’s	responsibility.	However,	the	

director	should	play	the	role	of	leader	of	the	team.	A	good	director	should	also	be	

able	to	guide	his	production	team	to	be	work	successfully	as	a	team.	This	opinion	

was	supported	by	another	Malaysian	informant,	MAS1,	who	stated:	
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I	always	believe	that	creativity	should	come	from	the	team.	First	is	the	
director,	he	is	like	a	captain	in	a	ship.	Secondly,	he	must	have	an	assistant.	
In	this	case,	it	will	be	the	scriptwriter,	the	cameraman,	etc.	

	

This	is	clearly	supported	in	the	study	by	Murad	(2016),	who	stated	that	

creativity	in	directing	can	be	achieved	through	teamwork,	experience	as	well	as	

the	development	of	characteristics	such	as	good	taste,	imagination,	autonomy,	

leadership,	sensitivity,	showmanship,	determination,	academic	knowledge	and	

artistic	aesthetics.	This	is	also	related	to	the	two	views	of	creativity.	The	first	

view	sees	creativity	as	an	individual	characteristic	that	leads	to	new	creation	or	

innovation,	while	f	the	second	point	of	view	emphasizes	the	collectivism	or	

teamwork	aspect	that	leads	to	a	new	creation	(Murad,	2016).	So	I	can	say	that	

the	role	of	directors	and	cooperation	between	teams	are	two	of	the	most	critical	

elements	in	creating	a	creative	film	narrative	through	the	use	of	DVFx	

technology.		

	

Individual	work	and	teamwork	are	both	encompassed	in	the	systems	view	of	

creativity	introduced	by	Csikszentmihalyi,	which	states	that	creativity	arises	in	a	

multifaceted	system	involving	individuals,	biology,	collective	work	and	the	

artistic	knowledge	domain	(Csikszentmihalyi,	2014).	Hence	the	individual	

creator	in	this	study	refers	to	the	creative	director	and	creative	team	involved	in	

the	creation	of	DVFx.	From	another	point	of	view,	informant	MAS1	also	thinks	

that	a	good	director	should	be	skilled	at	scriptwriting	and	narrative	as	well.	He	

added:	

	

For	me,	a	good	director	is	the	one	who	can	write	a	script.	If	you	know	how	
to	use	DVFx	but	your	storyline	is	nothing	then	it	should	be	a	problem	as	
well.		

	

A	director	with	knowledge	in	the	field	of	scriptwriting	will	provide	a	boost	to	the	

overall	quality	of	the	product.	This	means	that	directors	who	write	scripts	will	

have	more	stories	and	know	how	to	translate	them	into	acting	and	visual	form.	

According	to	Branigan	(1992),	a	scriptwriter	would	better	understand	and	value	

the	narrative	schema	and	the	story	structure	that	it	describes.	Branigan	lists	
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seven	narrative	schemas:	introduction	of	setting	and	characters,	explanation	of	a	

state	of	affairs,	initiating	an	event,	emotional	response	or	statement	of	a	goal	by	

the	protagonist,	complicating	actions,	outcome,	and	reactions	to	the	outcome.	

Therefore,	if	a	director	is	also	a	scriptwriter,	he	or	she	will	integrate	all	the	

elements	of	the	narrative	schema	and	simplify	the	visualization	process	using	

DVFx.	

	

Knudsen	(2016)	supports	this	idea	in	his	work	which	relates	the	role	of	

screenwriting,	directing	and	editing	in	film	performance.	Producing	a	film	

screenplay	is	a	very	challenging	task,	and	most	filmmakers	struggle	to	overcome	

this	problem.	Knudsen	suggested	that	clear	roles	and	cooperation	need	to	be	in	

place	between	a	scriptwriter,	editor,	director	and	screenwriter	as	their	task	of	

forming	narratives	and	stories	in	visual	form	is	very	challenging.	Technological	

advances,	cross-disciplinary	collaborative	and	internationalization	in	the	film	

industry	has	blurred	the	roles	and	responsibilities	of	film	production	team	

members.	In	other	words,	workers	have	to	multitask	and	be	professional	in	this	

industry.		

	

6.5.2	Narrative	Impact	

King	(2000)	states	that	stories	that	prioritize	spectacle	and	DVFx	have	developed	

a	demand	for	technology	exploitation	in	film	production.	Indirectly,	this	demand	

has	also	led	some	to	announce	the	imminent	demise	of	narrative	as	central		to	

filmmaking.	The	power	of	a	story	also	depends	on	narrative	performances	which	

are	capable	of	developing	a	plot.	As	such,	DVFx	can	impact	narratives	such	as	the	

creation	and	development	of	characters,	and	settings	of	a	story.	Based	on	the	

findings,	most	informants	from	all	three	countries	are	of	the	opinion	that	DVFx	

greatly	influence	the	creative	narrative	of	a	story.	The	first	impact	of	DVFx	is	on	

the	development	and	structure	of	the	story.	Selecting	an	interesting	story	is	the	

most	critical	factor	before	DVFx	can	be	used	in	the	narrative	development	

process.	The	informants	argued	that	DVFx	technology	helps	to	enhance	film	

narratives.	Malaysian	informant	MAS2	believes	that	any	use	of	technology	

including	DVFx	in	film	production	should	help	to	enhance	and	support	the	

narrative:	
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Technology	should	be	used	to	enhance,	to	help	and	to	support	the	narrative.	
	

This	opinion	was	supported	by	informant	MAS1,	who	stated:	

	

When	you	talk	about	narrative,	you	talk	about	how	technology	enhances	
narrative,	and	I	think	I	have	been	talking	about	it	in	the	sense	that,	it	
extends	the	imagination,	it	gives	a	different	dimension	to	the	narrative	itself	
without	actually	disturbing	the	narrative,	and	it	allows	the	filmmakers	to	
venture	into	possibilities	of	telling	a	story.	So	it	enhances	the	narrative.	
	

The	power	of	a	story	also	depends	on	narrative	performances	which	are	capable	

of	developing	a	plot.	As	such,	DVFx	can	impact	narratives	such	as	the	creation	

and	development	of	characters,	settings,	and	props	of	a	story.	In	other	words,	

DVFx	have	also	opened	space	for	imagination	and	creativity	in	the	presentation	

of	a	story	and	narrative.		

	

Narrative	enhancement	can	be	obtained	through	various	ways	by	using	DVFx	

such	as	rotoscoping.		Rotoscoping	is	an	animation	technique	used	to	trace	the	

footage	to	produce	a	realistic	scene.	Australian	informant	AUS2	stated	that	DVFx	

can	act	as	a	narrative	enhancement	tool	through	the	rotoscoping	process.	In	this	

process,	DVFx	artists	can	change	the	background	of	a	scene,	using	a	location	that	

has	been	recorded	to	fit	the	narrative	as	a	‘plate’.	According	to	AUS2:	

	

Let’s	say	you	want	that	building	there	and	you	want	the	same	building	to	be	
in	a	whole	different	city	in	the	story.	So	we	shoot	that	‘plate’	and	the	artist	
will	trace	around	that	building.	That	is	called	rotoscoping,	and	there	is	
much	expertise	in	India.	So	this	process	will	rotoscope	out	that	building	and	
you	would	have	a	match	with	any	background.	

	

Rotoscoping	also	helped	the	production	of	Tanda	Tanda	in	the	case	study	in	

Malaysia.	DVFx	were	used	in	the	production	of	several	important	scenes	in	the	

film.	According	to	MAS2,	one	scene	needed	to	be	set	in	the	right	place	because	

the	scene	was	very	emotionally	significant,	especially	to	the	two	main	characters	

of	the	film,	and	it	involved	discussions	of	two	Malaysian	leaders.	According	to	

her:	
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Thank	goodness	for	DVFx.	We	recreated	many	scenes	because	the	late	Tun	
Dr	Ismail	[Malaysia’s	former	Deputy	Prime	Minister]	had	a	significant	
moment	by	the	swimming	pool	for	the	story.	Some	of	the	important	scenes	
were	delivered	there	…	I	said	to	my	team	whatever	it	is	I	need	the	swimming	
pool,	so	they	created	the	swimming	pool	by	DVFx.	At	the	end	of	the	day,	the	
swimming	pool	was	CGI.	It	is	a	very	emotional	scene.	

	

This	shows	that	the	rotoscoping	process	is	an	example	of	how	DVFx	work	to	

foster	narrative	through	the	creation	of	a	background	setting,	which	is	one	of	the	

elements	of	creative	narrative	presentation.	This	means	that	the	use	of	DVFx	also	

provides	a	new	space	to	harness	the	visual	imagination	of	filmmakers	especially	

the	director	so	they	can	present	their	story	creatively.	Informant	MAS2	referred	

to	a	‘special	moment’	in	the	visual	presentation	of	a	film.	He	explained:	

	

The	best	thing	about	the	movie	is	always	the	special	moment.	It	could	be	a	
dialogue,	scene,	expression	or	nice	beautiful	scene	and	it	was	only	made	
possible	because	of	DVFx,	and	people	remember	it	for	that.	
	

These	findings	have	shown	that	the	use	of	DVFx	helps	the	director’s	exploration	

of	narratives,	which	contributes	to	audience	satisfaction.	Ricci	(2015)	conducted	

a	study	on	how	the	use	of	new	media	technology	relates	to	the	narrative	through	

artistic	cinematic	performances.	He	focuses	on	three	main	aspects	of	analysis,	

namely	dialogism,	heteroglossy	and	chronotope.	These	three	concepts,	especially	

chronotope,	are	closely	related	to	the	informant’s	view	of	the	visual	imagery	and	

the	particular	moment	in	the	movie	that	allows	the	audience	to	explore	the	time	

in	the	film	through	narrative	performances	with	the	help	of	DVFx.	According	to	

Ricci,	chronotope	serves	as	a	space-time	representation	of	a	cinematic	narrative.	

The	resulting	narrative	creates	a	space	and	time	for	the	audience	through	good	

storytelling.	As	such,	in	Ricci’s	view,	narratives	and	storytelling	can	be	enhanced	

by	using	DVFx,	which	at	the	same	time	impacts	the	audience.	Chronotope	is	very	

important	in	the	cinematic	world	because	it	allows	the	audience	to	become	

emotionally	involved	in	the	setting	of	the	movie.	This	statement	was	supported	

by	informant	MAS2,	who	stated	that	the	use	of	DVFx	will	further	enhance	the	

story	presentation:	
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From	my	point	of	view,	DVFx	is	enhancing	the	narrative.	It	is	polishing	the	
story	to	make	it	better	and	look	nicer	for	the	audience.		
	

Based	on	these	findings,	DVFx	can	serve	as	narrative	enhancement	through	the	

creation	of	visual	images	that	further	enhance	the	performance	of	a	story.	This	

situation	also	shows	that	the	impact	of	the	narrative	is	indispensable,	especially	

in	attracting	the	audience.	Hence,	technology	in	the	film	industry	especially	DVFx	

should	be	used	by	filmmakers	and	artists	to	ensure	that	the	quality	of	work	

produced	is	the	best	of	the	best.		

	

However,	DVFx	should	be	used	with	caution	and	not	arbitrarily.	DVFx	will	only	

work	if	they	are	used	correctly	and	juxtaposed	with	the	narrative.	According	to	

MAS1:	

	

DVFx	should	be	parallel	with	the	storyline,	and	you	cannot	depend	on	DVFx	
itself.	The	storyline	should	be	strong	as	well,	but	we	cannot	deny	technique	
and	technology	nowadays.		

	

The	use	of	DVFx	that	do	not	fit	the	storyline	will	only	give	a	negative	impression	

to	the	story.	To	ensure	the	use	of	DVFx	is	appropriate	to	the	story,	the	director	

needs	to	make	sure	its	use	is	appropriate	to	the	genre.	Stories	and	genres	are	

interconnected	and	have	similar	interests.	Informant	MAS1	explained	this:	

	

It	also	depends	on	the	genre	as	well.	Storytelling	is	important	as	well.	If	the	
audience	understand	the	storytelling,	they	will	go	and	watch	the	movie	in	
the	cinema.	

	

An	informant	from	Australia	argued	that	choosing	a	strong	and	compelling	story	

should	be	given	priority	before	the	use	of	DVFx.	Additionally,	with	the	

development	of	today’s	film	technology,	the	use	of	DVFx	increases	the	quality	of	

a	film.	According	to	AUS2:	

	

It	depends	on	the	story.	I	do	not	think	there	is	an	excuse	for	having	bad	
visual	effects	these	days	because	the	technology	is	there,	in	the	sense	of	
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software	and	hardware	are	so	good	and	there’s	so	much	talent	out	there;	it	
is	hard	to	get	bad	shots	in	a	film.	
	

AUS2	also	explained	in	more	detail	how	DVFx	can	help	to	improve	the	narrative	

and	suit	the	genre.	According	to	him:	

	

I	think	the	films	are	not	so	many	visual	effects	into	it.	Depends	on	the	story.	
DVFx	can	enhance	the	film.	So	much	you	do	not	say,	particularly	war	films	
are	not	visual	effects	films,	even	you	would	not	notice	if	the	film	has	visual	
effects.	They	can	do	the	film	without	visual	effects.	You	know	the	main	
gunfire	in	there,	explosions,	lots	of	stuff;	it	enhances	the	story	because	you	
cannot	do	that	in	camera,	you	can	but	it	looks	very	cheesey.	
	

A	blend	of	a	good	story	and	the	excellent	use	of	DVFx	will	have	a	more	creative	

impact	on	the	development	of	a	movie	narrative.	Hence,	in	order	to	achieve	these	

two	aspirations,	the	main	thing	to	emphasize	is	the	story	rather	than	the	

technical	aspects.	Informant	AUS6	explained	this:	

	

Story	is	more	important	than	the	technical	part.	If	you	do	not	have	a	good	
story,	then	you	cannot	make	a	film.	They	do	not	have	a	good	story;	you	can	
pack	it	together	with	the	visual	effects.	It	is	boring.	I	get	bored	with	some	of	
those	Marvel	films.	Without	a	story,	you	get	bored.	
	

Informant	AUS7	also	argued:	

	

I	think	the	story	is	most	important	for	most	people	and	nowadays	the	
technology	that	people	were	talking	about,	I	think	getting	good	quality	of	
DVFx	is	not	that	sort	of	like	fast	age	…	I	have	seen	lots	of	people	that	put	in	
that	effort,	and	you	can	still	get	some	results.		
	

Consequently,	this	view	illustrates	that	emphasis	should	be	given	to	story	and	

genre	in	order	to	ensure	that	the	use	of	DVFx	can	best	help	narrative	

developments.	The	advancement	of	DVFx	technology	will	not	have	any	meaning	

if	not	adequately	utilized	through	proper	practice.		

	

Also,	the	respondent	expressed	the	importance	of	producing	a	good	story	in	a	

film.	According	to	AUS4,	the	use	of	great	DVFx	would	not	be	meaningful	on	its	
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own	and	cannot	save	a	bad	story.	This	shows	that	the	story	plays	a	significant	

role	while	DVFx	serve	as	a	tool.	According	to	AUS4:	

	
Visual	effects	cannot	save	a	bad	script,	and	that	is	not	visual	effects	blaming.	
I	will	not	blame	the	DVFx	doing	it.		
	

Informant	AUS5	stated	that	DVFx	should	be	a	tool	to	enhance	the	story	and	

narrative	performance:	

	

Well,	I	always	believe	that	if	you	want	to	use	a	DVFx,	it	should	sort	of	add	to	
the	story	or	the	live	action	because	I	think	that	is	what	the	DVFx	at	the	
moment	does	really.	
	

Informant	AUS5	added:	

	
If	the	story	was	not	good,	no	matter	how	good	or	bad	the	DVFx	was,	that’s	
not	going	to	the	matter.	But	say	if	the	story	is	good	but	the	DVFx	is	crap,	I	
reckon	that	at	some	level	sort	of	made	the	people	sort	of	question	‘I’m	sure	
they	could	do	a	better	job	at	it.’		
	

Based	on	this	view,	producing	a	good	story	and	using	DVFx	the	right	way	is	a	

safer	formula	in	producing	a	movie.	The	use	of	DVFx	needs	to	be	tailored	to	the	

story's	condition	as	DVFx	is	unable	to	save	a	bad	story.		

	

The	proper	use	of	DVFx	on	a	good	story	will	make	it	easier	for	audiences	to	

understand	a	movie.	DVfx	should	be	used	for	narrative	and	script	purposes	and	

should	not	be	used	solely	for	entertainment	purposes.	Most	of	the	informants	

from	India	assume	that	DVFx	not	only	help	the	audience	to	understand	the	

storyline	but	also	contribute	to	the	audience’s	satisfaction.	Most	viewers	feel	the	

need	for	a	scene	that	uses	DVFx	to	look	real	to	show	the	effectiveness	of	using	

‘magic’	tools.	However,	DVFx	give	more	than	that.	Informant	IND4	explained:		

	

Let’s	say	if	you	are	watching	a	Disney	film,	the	fire	they	do	not	look	real,	
they	look	magical.	That	is	the	difference.	The	moment	you	see	the	fire	any	
human	being	will	feel	scared	because	it	is	fire.	It	is	supposed	to	be	scared	
and	dangerous.	However,	when	it	comes	to	magical	film	that	uses	DVFx,	you	
do	not	feel	scared.	You	feel	enchanted.	Spectacular.	So	that	is	where	the	
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creativity	comes	in.	
	

IND4’s	view	shows	the	advantages	of	using	DVFx	in	the	film’s	narrative.	

Informant	IND3	supported	this	statement:		

	

That	is	the	beauty	of	DVFx.	You	do	not	know	the	storyline	done	by	the	visual	
effects.	

	

There	were	similar	opinions	from	Malaysian	and	Indian	informants.	Some	

informants	from	India	think	DVFx	can	act	as	a	narrative	enhancement	element	if	

the	director	in	collaboration	with	the	production	team	can	play	a	useful	role	in	

shaping	the	storytelling.	IND5	stated:	

	

I	will	say	it	depends	on	the	director’s	vision	because	you	have	to	know	what	
you	are	making	actually.	If	you	want	to	merge	DVFx	with	your	story,	if	there	
is	none	there,	then	you	do	not	need	the	DVFx.	It	will	be	just	useless.	
	

Informant	IND1	said:	

	

It	is	all	about	what	creativity	goes	into	the	director’s	mind.	It	is	all	about	
that	thing	because,	based	on	my	point	of	view,	whatever	I	get	from	the	
director	such	as	the	concepts,	it	is	my	responsibility	to	make	it	real.	
	

Informant	IND3	added:	

	

It	depends	on	how	complex	that	shot	is	and	what	the	director	wants.	We	
decide	the	plan	and	creative	people	will	be	involved	and	it	depends	on	how	
he	[director]	is	visualizing	the	shots.	
	

These	similar	opinions	of	the	informants	from	Malaysia,	Australia	and	India	

revolve	around	the	view	that	the	story	is	more	important	than	other	aspects	

such	as	technical	aspects.	IND5	thinks	that:	

	
Everything	in	the	movie	starts	from	the	story	itself.	Because	some	films	
today	are	just	adding	visual	effects	to	make	it	cooler.	Visually	they	look	
stunning,	but	you	should	like	merging	the	visual	effects	and	creativity	with	
the	storyline.		
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Informant	IND5	used	the	film	Gravity	as	an	example.	This	movie	has	a	simple	

storyline	but	has	been	blended	beautifully	with	digital	visual	effects,	which	

makes	a	‘perfect	movie.’	The	storytelling	and	the	technical	aspects	should	be	

combined,	and	the	director	also	needs	to	know	the	suitability	of	DVFx	usage	in	a	

narrative.	Informer	IND4	added:	

	
It	has	to	be	a	story.	I	do	not	think	visual	effects	without	story	means	
anything.	Like	one	of	the	very	popular	Indian	filmmakers	said	that	if	you	do	
not	have	a	story,	it	is	also	a	story.	
	

Hence,	in	concluding	this	section,	I	note	that	the	use	of	DVFx	in	a	film	production	

helps	to	improve	the	quality	of	narrative	presentation	more	than	conventional	

methods.	However,	the	most	important	thing	to	be	aware	of	is	the	power	of	the	

story.	The	next	section	explains	how	the	use	of	DVFx	can	distract	from	a	

narrative	if	not	used	correctly	and	at	the	right	time.		

	

6.6	Analysis	3:	Narrative	Distraction	

As	previously	discussed,	the	use	of	DVFx	has	helped	to	improve	and	enhance	the	

narrative	performances	of	film,	but	the	power	of	the	story	is	still	a	priority.	DVFx	

or	any	special	effects	should	be	integrated	with	the	narrative	to	make	it	truly	

‘special’	(McClean,	2007).	In	other	words,	the	narrative	structure	should	be	

uninterrupted	as	it	contains	visual	and	sound	arrangements	that	need	to	be	

arranged	to	prioritise	the	story.	The	use	of	improper	and	wrong	techniques	will	

result	in	DVFx	dominating	a	film	more	than	the	story.	Movie	narration	should	

always	begin	and	end	with	visual	and	sound	elements.	Therefore,	it	is	not	hard	to	

say	that	a	film	would	not	have	a	narrative	if	it	had	no	structure	(Carmona,	2017).		

	

DVFx	should	be	used	appropriately	to	help	narrative	performances	instead	of	

damaging	the	narrative.	Based	on	the	findings,	if	the	director,	DVFx	supervisor	or	

DVFx	artist	do	not	use	this	tool	correctly,	narrative	performances	of	a	story	can	

be	distorted.	Most	informants	also	think	that	DVFx	can	also	damage	or	disturb	

the	performances	of	a	narrative	if	not	used	appropriately.	Informants	from	

Malaysia	assume	that	when	a	director	is	focused	on	the	use	of	DVFx	and	forgets	
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the	storytelling,	it	can	have	adverse	effects	on	the	narrative.	An	informant	from	

Malaysia,	MAS1,	stated:		

	

But	there	is	also	an	element	of	DVFx	in	for	example	certain	films	that	is	so	
distracting	because	when	the	filmmaker	focuses	on	the	image	itself	rather	
than	storytelling,	then	it	starts	distracting	in	the	sense	that	maybe	the	
filmmaker	focuses	on	perfecting	the	look	of	the	character	without	actually	
looking	at	how	the	character	should	develop	itself.		
	

Informant	MAS1	used	an	example	of	a	Malaysian	film	that	was	marketed	

overseas,	Vikingdom.	According	to	him:	

	

I	give	you	one	example:	a	film	in	Malaysia,	Vikingdom.	I	think	the	narrative	
was	lost	because	of	the	emphasis	on	the	visual	...	They	[the	director	and	
producer]	were	trying	to	experiment	with	the	CGI,	and	I	think	because	they	
are	not	telling	Malaysian	stories,	so	they	have	to	create	an	environment	
using	technology	to	tell	a	story	that	is	not	Malaysian	stories.	
	

According	to	informant	MAS2,	technologies	such	as	DVFx	should	support	the	

narrative,	and	their	use	should	not	override	the	story	as	this	will	cause	a	loss	of	

focus.	According	to	him:	

	

Technology	should	be	used	to	enhance,	to	help	and	to	support	the	narrative	
but	when	it	overtakes	the	narrative,	when	the	audience	is	distracted	by	for	
example	maybe	it	is	too	perfect,	the	eyes	of	the	characters	are	too	perfect,	
and	people	just	look	at	the	eyes	and	stop	thinking	about	the	story.	
	

Malaysian	informant	MAS2	agreed	that	the	main	strength	should	be	the	story,	

but	he	also	explained	that	if	a	production	wants	to	use	DVFx	in	the	film,	it	should	

be	carefully	planned	as	early	as	the	pre-publishing	phase	to	avoid	future	

problems,	especially	problems	involving	increased	costs.	He	explained:		

	

It	can	be	distracting	if	the	story	is	weak.	It	does	that.	Even	though	they’re	
outstanding	visual	effects,	they’re	good	to	use	but	they	can	be	your	enemy	if	
not	done	correctly.	It	is	going	to	cost	you	much	money.	
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Also,	according	to	this	informant,	the	failure	of	the	pipeline	incurred	additional	

costs	for	some	members	of	the	production	team	when	producing	Tanda	Putera	in	

2013	due	to	misstatements	about	the	planned	DVFx	use.	According	to	MAS1:	

	

We	did	our	DVFx	here	and	there,	and	that	was	a	mess!	We	only	realized	it	
when	I	send	all	the	data	[footage]	to	my	friend	in	Mumbai,	and	he	said	there	
was	something	wrong	with	the	camera.		
	

Due	to	the	error	and	failure	of	the	motion	caption	camera	function,	production	

costs	increased	in	order	to	save	the	storyline	and	narratives.	If	the	problem	was	

not	resolved,	there	would	be	a	disturbance	to	the	narrative,	which	may	result	in	

the	audience	misunderstanding	the	story.	Informant	MAS1	stated	it	is	important	

to	ensure	the	stories	and	narrative	in	a	film	are	understandable.	For	example,	

Tanda	Putera	is	a	historical	movie	and	involves	the	use	of	historical	facts	about	

Malaysia	that	could	be	misinterpreted	if	not	communicated	properly.	If	a	

director	asks	for	DVFx	to	be	used	only	because	it	is	too	dependent	on	the	will	of	

the	script,	it	can	disrupt	the	narrative.	This	means	that	a	director	should	use	

DVFx	wisely	based	on	scripting	requirements	without	disturbing	the	narrative.	

MAS1	argued	that	using	DVFx	sometimes	becomes	an	addiction	for	directors	

who	like	to	increase	their	use	in	the	final	moments.	He	thinks	that	sometimes	

scripts	are	the	source	of	narrative	disruptions	when	this	happens.	According	to	

him:	

	

For	me,	sometimes	the	script	is	a	distraction.	For	example,	there	is	no	need	
for	visual	effects	in	the	script,	but	the	director	wants	it	on	the	spot	without	
any	discussion	about	it	so	it	is	a	distraction	there.	
	

Additional	DVFx	elements	added	at	a	director’s	request	will	result	in	poorly	

produced	DVFx	because	they	are	not	done	through	proper	planning.	The	time	

constraints	faced	by	DVFx	supervisors	and	artists	should	be	taken	into	account	

by	directors	before	making	amendments.	As	such,	most	informants	from	

Malaysia	believe	that	the	use	of	DVFx	by	the	director	and	production	plays	an	

essential	role	in	characterizing	narratives	or	damaging	narratives.	Compared	to	

Malaysia,	the	informants	from	India	assumed	that	if	the	power	of	the	storyline	is	
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not	respected,	the	use	of	DVFx	will	be	a	waste	and	spoil	the	storyline.	Informant	

IND1	gave	this	opinion:	

	

The	medium	of	the	cinema	is	probably	not	telling	a	story,	probably	
entertaining	you.	However,	I	am	not	saying	that	story	kind	of	entertaining.	I	
am	saying	stories	can	be	entertaining,	but	there	is	also	a	medium	of	cinema	
where	we	say	screw	the	story.	
	

According	to	informant	IND1,	it	is	a	disadvantage	if	the	use	of	DVFx	in	a	film	

production	fails	to	entertain	the	audience	either	from	the	aspect	of	the	storyline	

or	the	spectacle.	Informant	IND6	agreed	with	this	statement.	He	said:	

	

[I]	take	Ra-One	movie	as	an	example.	Lots	of	DVFx	involved	and	almost	
every	part	was	in	DVFx,	but	without	the	story,	you	cannot	say	like	only	DVFx	
want	to	work.	That	was	not	needed	[DVFx],	why	it	was	there?	
	

Informant	IND6	explained	that	the	disadvantage	of	putting	DVFx	inside	the	

scenes	that	should	not	use	DVFx	will	have	a	devastating	effect	on	the	entire	

movie.	He	added:	

	

It	impacts	the	whole	movie.	The	movie	was	such	a	great,	and	because	of	the	
few	sequences,	it	spoils	it.	Good	movie	but	not	perfect.	
	

The	view	expressed	by	India's	informant	clearly	suggests	that	using	an	improper	

DVFx	will	destroy	the	entire	movie,	especially	the	storyline.	Improper	use	here	

means	the	usage	of	the	DVFx	does	not	necessary	fit	the	storyline.	Besides,	the	

inaccuracies	of	digital	character	creation	and	settings	are	also	incidences	of	

improper	use	of	DVFx.	cinema	industry	in	India	has	faced	many	of	these	

criticisms,	and	hence	many	Indian	movies	have	failed	to	get	a	positive	response	

from	audiences.	

	

DVFx	should	not	be	viewed	as	the	only	tool	that	can	damage	the	narrative	or	

story	presentation.	Narrative	presentation	failure	can	have	other	contributing	

factors.	According	to	McClean	(2007),	many	significant	factors	contribute	to	the	

quality	of	a	story,	including	plot	structure,	sudden	changes	to	the	basic	plot	
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including	adaptation	from	sources,	poor	premises	and	reliance	on	spectacle	as	a	

substitute	for	action,	character	development,	and	thematic	resonance.	If	the	

selected	story	is	weak,	then	DVFx	will	not	function	properly	as	an	enhancement	

tool.	According	to	AUS3:	

	

I	think	that	[narrative	distraction]	can	result	in	maybe	poor	storytelling	and	
poor	directing	because	nobody	sort	of	stops	and	said,	‘Hang	on,	can	we	do	
this	better?’	

	

This	statement	implies	that	the	misuse	of	DVFx	will	not	only	have	a	substantial	

negative	impact	on	storytelling,	but	also	give	the	director	a	negative	image.		

However,	informant	AUS4	does	not	agree	with	the	statement	that	DVFx	can	have	

a	negative	impact	on	the	narrative.	According	to	him:	

	

DVFx	destroying	the	storytelling?	I	do	not	agree	with	that.	I	think	people	
need	to	know	how	to	use	DVFx	to	tell	the	story	so	you	can	use	anything	
badly.	As	a	director,	you	can	use	the	actor	badly,	and	the	story	will	be	lame.		

	

It	shows	that	the	failure	should	be	blamed	on	the	use	of	the	tool	and	not	the	tool	

itself.	Directors	should	play	a	central	role	in	ensuring	that	DVFx	is	used	in	the	

right	way	to	avoid	narrative	distraction.	Hence	DVFx	should	be	used	in	the	right	

way	to	avoid	narrative	distraction.	According	to	informant	AUS5:	

	

I	would	like	to	say	that	using	the	DVFx	in	the	right	ways	is	more	important	
not	just	going	crazy.	It	can	distract	from	the	story	I	would	say,	but	I	found	
that	when	most	of	the	amazing	experiences	of	watching	movies	or	
something	have	been	when	you	cannot	notice	where	is	CGI,	what’s	the	video	
and	what’s	the	DVFx	…	

	

This	statement	appears	correct	because	the	use	of	DVFx	should	be	performed	by	

professionals	in	this	field.	DVFx	produced	with	precision	will	create	

photorealistic	elements,	and	in	turn,	will	make	audiences	believe	that	they	saw	

‘realistic	images’.	
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One	informant,	AUS2,	is	of	the	opinion	that	distraction	from	a	narrative	as	a	

result	of	the	use	of	DVFx	is	due	to	problems	during	the	production	process	such	

as	bad	shots	and	lack	of	proper	planning.	According	to	AUS2:	

	

If	there	might	get	a	bad	shot	in	the	film,	and	you’re	distracted	by	it,	‘Oh,	look	
that	is	CGI?’	It	is	because	of	not	enough	time	and	planning.	There	is	a	last-
minute	shot,	the	quality	is	down	until	the	audience	goes	‘Oh	that	is	a	bit	
weird.’	So,	it	is	very	critical.	
	

This	situation	demonstrates	that	the	human	factor	of	unprofessionalism	also	

influences	narrative	distraction.	The	audience	will	quickly	recognize	

unprofessional	aspects	of	film	production,	such	as	technical	errors.		Informant	

AUS3	stated	that	the	worst	narrative	distraction	is	when	the	audience	can	

identify	the	weaknesses	of	using	DVFx	in	a	film	as	they	watch	it.	AUS3	said:	

	

We	never	question	the	fact,	and	you	did	not	realize	how	special	it	was	and	
how	ground-breaking	it	was	just	because	the	result	looks	so	good.	However,	
I	think	if	the	effects	are	bad	and	the	audience	noticed	that	then	that	is	the	
problem.	
	

The	same	opinion	was	also	stated	by	AUS4.	When	audiences	are	aware	of	the	

disadvantages	of	using	DVFx	in	a	story,	psychologically	it	will	affect	the	attention	

of	the	audience	and	destroy	the	order	of	the	story:	

	

Well,	it	can	destroy	the	storytelling	if	all	the	sudden	you	are	noticing	the	
visual	effects	and	not	looking	at	or	thinking	about	the	story,	so	that	is	meant	
to	be	very	bad	and	it	looks	like	it	is	badly	animated	3D,	that	has	destroyed	
the	storytelling.	
	

AUS6	has	the	same	view:	

	

I	guess	DVFx	could	destroy	the	storytelling	if	you	misuse	it	or	used	badly	and	
much	the	way	that	you	know	bad	acting	can	destroy	the	storytelling	
because	you	just	don’t	believe	the	characters.	
	



	 211		

This	finding	is	confirmed	by	the	views	put	forth	by	Alexander	(2017),	who	stated	

that	the	narrative	function	should	share	material	rather	than	conceal	it	from	the	

audience.	The	goal	of	producing	a	movie	is	to	share	the	story,	and	both	parties	

should	understand	that.	If	audiences	are	aware	of	the	special	effects	or	DVFx,	

then	the	impact	of	the	story	on	the	audience	will	be	reduced,	and	the	immersion	

in	the	story	may	be	lost	(McErlean,	2018).	According	to	McClean	(2007),	DVFx	

can	make	a	bad	story	worse,	and	there	are	also	cases	where	DVFx	are	used	in	

films	and	makes	them	worse.	However,	well-functioning	DVFx	will	also	be	

useless	if	the	story	structure	and	narrative	of	a	film	are	weak.	Therefore,	based	

on	this	finding,	DVFx	can	act	as	an	agent	that	spoils	narratives	and	narrative	

performances	if	they	are	not	used	professionally	and	adequately.	The	fact	is	that	

DVFx	cannot	destroy	a	film	entirely.	Other	factors	such	as	weak	story	selection	

also	contribute	to	the	problem.		

	

6.7	Chapter	Summary	

The	story	is	the	heart	of	a	film	while	technical	aspects	like	DVFx	are	additional	

elements	or	tools	that	are	often	used	by	the	director	or	production	team	to	

enhance	the	narrative	presentation	of	the	story.	However,	it	is	time	for	us	to	

view	these	two	entities	as	one.	I	think	we	cannot	separate	DVFx	as	one	of	the	

story	elements	and	at	the	same	time	DVFx	as	tools.	21st-century	cinema	has	

begun	adopting	DVFx	in	film	production	to	ensure	the	narrative	performances	in	

the	story	are	of	the	best	quality	and	full	of	creativity.	To	get	the	best	DVFx	quality	

in	the	present	time	is	not	impossible,	as	technology	will	continue	to	evolve	as	a	

tool	of	enhancement.	However,	to	get	a	quality	story	and	to	use	tools	creatively	is	

another	question	that	requires	deep	consideration.		

	

The	development	the	digital	world	today	has	led	to	the	concept	of	digital	

storytelling,	which	refers	to	a	broader	narrative	world	based	on	computing	

technology	or	computer-mediated	narrative.	The	storytelling	platform,	especially	

among	filmmakers,	has	also	been	transformed	by	the	advent	of	DVFx.	Digital	

storytelling	in	this	field	also	refers	to	the	montage	creation,	lighting	techniques,	

camera	movement	techniques,	and	even	character	creation,	all	assisted	by	DVFx	

technology.	Specifically,	the	findings	in	this	section	demonstrate	how	DVFx	have	
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been	functioning	as	a	narrative	techno-enhancement	tool	in	the	film	production	

process	especially	from	the	aspect	of	narrative	presentation	of	the	story.	DVFx	

have	functioned	as	one	of	the	elements	that	integrate	the	process	of	

collaboration	between	the	scriptwriter,	screenwriter,	director	and	editor	as	a	

dynamic	creative	authorship	team.	This	dynamic	collaboration	needs	to	process	

ideas,	script	structures,	and	narrative	performances	through	the	use	of	DVFx.	

The	findings	also	show	that	informants	from	these	three	countries	agree	on	the	

function	of	DVFx	as	techno-enhancement.	Most	of	the	informants	from	each	

country	agree	that	the	strength	of	the	story	needs	more	attention	before	the	

narrative	performance	can	be	assisted	by	DVFx.	Thus,	the	use	of	DVFx	to	assist	

narrative	performances	indirectly	involves	aspects	of	style	as	suggested	by	

Bordwell	(2008)	and	the	aspect	of	focalization	suggested	by	Bal	(2009).	Both	

style	and	focalization	are	enhancement	elements	in	a	story.		

	

Digital	narrative	that	is	more	interactive	also	shows	very	encouraging	progress.	

Narrative	cinema	in	the	future	will	no	longer	only	focus	on	conventional	

platforms	or	classical	narratives.	Virtual	reality	technology	(VR)	is	an	example	of	

developments	in	digital	narratives.	According	to	Dooley	(2017),	storytelling	and	

narrative	in	VR	format	will	involve	user-focused	engagement	especially	involving	

interactive	elements	such	as	time	and	place.	Digital	narrative	audiences	are	

active	audiences	compared	to	classical	narrative	audiences.	Involving	

interactivity	elements	in	a	digital	narrative	such	as	combinations	of	real-life	

physical	objects	with	the	use	of	digital	platforms	can	increase	the	entertainment	

and	satisfaction	of	the	audience.		

	

In	general,	the	comparative	study	in	this	research	indirectly	involves	a	

comparison	of	cultures	and	cybercultures.	Previous	comparative	studies	such	as	

Niu	and	Sternberg	(2003)	and	Yi,	Hu,	Scheithauer	and	Niu	(2013)	indicate	that	

there	are	differences	in	the	notion	of	creativity	in	different	cultures.	The	

differences	in	cyberculture	have	a	substantial	impact	on	the	performance	of	

creativity	as	well	as	the	things	needed	to	contribute	to	creativity.	Niu	and	

Sternberg	(2003)	found	that	there	is	equality	between	cultures,	but	the	cultural	

domain	influences	the	concept	of	creativity	more	in	most	Eastern	parts	of	the	
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world	compared	to	Western	countries.	For	example,	Westerner	believe	that	the	

word	‘creativity’	was	rare	in	ancient	and	medieval	society	because	it	came	from	

the	ancient	Judeo-Christian	idea	of	‘God	Creation’.	The	individual	creativity	only	

recognized	in	the	beginning	of	the	Enlughtenment.	Meanwhile,	eastern	societies	

believe	creativity	is	an	origin	of	everything.	Niu	and	Sternberg	(2003)	also	

suggested	there	should	be	more	cross-cultural	comparative	studies	of	creativity,	

especially	focusing	on	Eastern	cultures.	Future	research	should	examine	

creativity	along	the	lines	of	the	normal	views	of	societies	as	well	as	core	societal	

values.		

	

This	finding	is	also	related	to	the	cultural	domain	in	the	system	views	of	

creativity	that	has	been	suggested	by	Csikszentmihalyi,	which	contains	the	

symbol	of	culture	in	the	cultural	production	such	as	films.	In	conclusion,	the	

selected	story	needs	to	be	good,	and	DVFx	needs	to	work	correctly	and	

accurately	to	improve	the	story	told	to	the	audience.		
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CHAPTER	7		

	

AUDIENCES’	CHANGING	TASTES		
	

7.1	Introduction	

This	chapter	will	focus	on	the	impact	of	DVFx	in	shaping	audiences’	tastes,	

especially	in	the	contemporary	context.	The	findings	are	divided	into	two	parts;	

the	first	is	an	analysis	of	taste	in	popular	culture	and	the	second	part	considers	

new	cultures	of	taste.	The	data	analysis	in	this	chapter	has	appraised	the	extent	

to	which	DVFx	has	shaped	the	development	of	audiences’	changing	tastes.	The	

main	framework	underlying	the	analysis	in	this	chapter	is	Bourdieu’s	(1984)	

assessment	of	how	taste	is	affected	by	class,	the	cultural	structure	and	the	level	

of	education	of	an	individual	in	the	system	of	society.	Furthermore,	the	findings	

are	divided	into	three	main	themes:	social	class	and	cultural	proximity;	

modernity	and	technology;	and	genres	and	generation	gaps.		

	

7.2	Audience	Taste	

The	main	framework	used	in	assessing	audiences	in	this	study	was	introduced	

by	Bourdieu	in	Distinction:	A	social	critique	of	the	judgment	of	taste.	Bourdieu	

(1984)	states	that	public	tastes	are	strongly	influenced	by	class,	cultural	

structure,	and	education	levels.	From	a	broader	point	of	view,	the	role	of	

institutions	in	legitimizing	cultural	practices	in	society	is	significant	and	can	also	

influence	economic	capital,	wealth	and	power.	As	previously	stated,	tastes	in	

society	are	related	to	factors	of	class	in	society,	and	two	essential	concepts	

influence	these	factors.	

	

According	to	Bourdieu,	the	distribution	of	economic	wealth	within	a	community	

has	blocked	participation	in	cultural	excursions	such	as	art	and	cultural	activities	

in	galleries,	concerts,	theatres	and	cinema.	This	means	that	these	activities	seem	

to	be	dominated	by	certain	groups	according	to	their	class.	For	example,	

watching	theatrical	or	high-brow	performances	is	often	considered	an	upper-
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class	activity	due	to	price	and	exclusivity	factors.	This	has	indirectly	created	the	

concept	of	cultural	capital.	Through	this	concept,	Bourdieu	identified	three	ways	

in	which	cultural	capacity	is	affected	by	the	structure	of	social	inequality.	The	

first	factor	is	the	process	of	socialization	of	the	audience	and	the	role	of	effective	

education,	and	the	second	is	the	opportunities	obtained	by	workers	in	the	

exchange	of	industry.	The	final	consideration	is	the	capacity	of	culture	to	shape	

and	express	differences	in	social	classes.	

	

The	second	concept	refers	to	the	way	in	which	the	objective	of	class	distinctions	

is	adapted	within	the	habitus.	In	other	words,	habitus	refers	to	how	individuals	

in	the	community	are	aware	of	and	respond	to	their	social	surroundings	

Bourdieu	(1984).	Each	audience	or	community	looks	at	these	habitus	in	different	

ways,	such	as	differences	in	dispositions,	attitudes	towards	culture,	and	

differences	in	accepting	cultural	objects	and	practices	which	result	in	differences	

in	their	respective	cultural	practices.	Habitus	is	likely	to	provide	an	essential	

foundation	for	cultural	reproduction	in	the	period	in	which	class	grouping	was	

divided	in	taste	by	other	factors	such	as	gender	and	generation	(Bourdieu,	1984;	

Warde,	2008).	Hence,	these	two	factors	are	marked	out	by	educational	level	and	

institutions	such	as	schools	and	universities	(Blewitt,	1993).	To	relate	class	

factors	and	tastes	primarily	to	film,	Bourdieu	also	suggested	investigating	the	

social	and	demographic	profiles	of	film	audiences.	However,	these	two	aspects	

also	relate	to	the	cultural	structure	and	the	audience’s	education	level.	Highly	

educated	people	enjoy	cerebral,	intellectual,	distancing	forms	of	entertainment	

and	have	more	appreciation	of	the	relevance	of	their	forms,	styles	and	arts	than	

those	with	a	low	level	of	education.	Less	educated	audiences	will	express	a	

sensuous	focus	on	content	and	representation	of	realism	(Blewitt,	1993).	

	

According	to	Blewitt	(1993),	tastes	and	aesthetic	judgments	are	manifestations	

of	aspects	of	class	inequality	and	social,	cultural	and	reproduction	ideology.	

Hence,	he	defines	taste	as	a	legitimate	practice	of	an	inevitable	difference.	

Blewitt’s	definition	and	justification	is	based	on	three	zones	of	taste	

corresponding	to	level	of	education	and	social	class,	as	introduced	by	Bourdieu.	

The	three	zones	are	legitimate	taste,	‘middle-brow’	taste	and	‘popular	taste’.	
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Legitimate	taste	refers	to	a	taste	for	legitimate	works,	and	possibly	artwork	that	

is	still	in	the	process	of	legitimation.	In	this	zone	taste	will	increase	with	the	level	

of	education	and	the	highest	taste	is	found	in	the	most	dominant	class	factions	

with	high	levels	of	education.	However,	according	to	Warde	(2008),	it	can	be	

difficult	to	identify	legitimate	products	within	this	zone.	In	a	simple	way,	

legitimate	taste	also	refers	to	the	term	‘high	culture’.	DiMaggio	and	Mukhtar	

(2004)	define	high	culture	as	an	artistic	genre	known	as	‘serious’	and	

characterized	by	a	tendency	to	be	judged	genuinely	by	critics	and	professionals.		

	

‘Middle-brow’	taste	is	a	combination	of	minor	works	of	the	major	arts	and	the	

major	works	of	the	minor	arts.	Knowledge	of	or	interest	in	art	in	this	zone	is	

common,	especially	for	middle-class	audiences	or	audiences	with	intellectual	

knowledge	in	the	dominant	class.	The	third	zone	is	popular	taste,	which	refers	to	

audiences	who	select	art	outcomes	such	as	music	that	has	been	devalued	by	

popularization.	According	to	Bourdieu,	the	selection	of	works	inside	this	zone	of	

art	does	not	emphasize	artistic	and	aesthetic	value	or	ostentatiousness.	Hence,	

popular	taste	is	more	focused	on	tastes	based	on	current	trends	of	the	majority.		

	

However,	Bourdieu’s	findings	are	based	on	studies	in	France	in	the	1960s.	Warde	

(2008)	considers	it	unreasonable	to	expect	similar	results	and	impacts	in	other	

countries	and	at	different	times.	For	example,	the	concept	of	hierarchy	and	social	

systems	exists	only	in	some	societies	and	communities	and	does	not	represent	

the	world	in	general.	Warde’s	statement	is	valid	as	the	advancement	of	

technological	developments	and	changes	in	the	education	system,	especially	in	

the	21st	century,	have	led	to	a	transformation	of	the	cultural	domain.	These	

changes	have	indirectly	led	to	the	formation	of	public	tastes.	Taste	formation	

also	occurs	due	to	the	development	of	globalization	and	modernization	that	

allows	the	movement	and	extension	of	culture	across	geographical	boundaries.	

Hence,	this	argument	indicates	that	the	judgment	of	taste	is	also	impressed	by	

the	globalization.		
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7.3	Judgements	and	Transformation	of	Taste	

To	evaluate	tastes	especially	within	different	systems	of	society	is	not	a	simple	

matter	as	there	has	been	a	change	in	various	aspects	of	society	due	to	

technological	advances.	This	judgment	involves	complex	processes	and	

variables.	The	concept	of	the	judgment	of	taste	has	been	widely	used	for	the	last	

20	years	along	with	the	concepts	of	clarification,	modification	and	improvisation,	

which	are	related	to	cultural	exclusion	(p329)	(Warde,	2008).	Evaluation	of	taste	

is	also	subjective	but	involves	aspects	of	values	and	the	appreciation	of	the	

aesthetic.	As	such,	Woodward	and	Emmison	(2001)	described	the	change	in	

taste	as	not	only	involving	changes	in	aesthetic	values	but	also	effects	on	

morality	and	manners.	Both	morality	and	manners	stem	from	the	impact	of	class	

in	society.	Hence	the	‘judgment’	tendency	in	a	class	has	led	to	differences	in	taste.	

	

Some	scholars	have	studied	the	appraisal	of	the	tastes	of	movie	audiences.	

Wanderer	(1970)	states	that	there	are	two	clashing	perspectives.	The	first	is	to	

involve	popular	taste	and	the	second	is	popular	culture	created	by	professional	

critique.	This	clash	has	been	described	more	deeply	by	Osorio	(2014).	In	his	

research,	he	addressed	the	question	of	what	causes	audiences	to	change	their	

tastes.	For	example,	do	audience	tastes	change	in	line	with	legitimate	taste,	or	in	

other	words,	do	audiences	today	reflect	the	true	meaning	of	‘good	taste’	and	‘bad	

taste’?	The	answer	to	this	question	is	far	from	neutral	because	there	are	

significant	implications	for	the	behaviour	of	the	audience	and	for	cultural	policy.	

According	to	Debenedetti	and	Larceneux	(2011),	in	order	to	influence	an	

audience	to	go	to	a	movie,	the	professionals	in	this	field	use	expert	opinions	as	

their	product	marketing	strategy,	but	this	way	will	not	work	unless	audience	

tastes	are	in	line	with	those	of	the	specialists	or	professionals.	

	

However,	there	are	specific	issues	in	film	and	communication	studies	because	

they	are	dominated	by	two	theoretical	perspectives.	First,	a	sociological	

perspective	describes	the	divergence	between	specialist	and	audience	

preferences	because	of	the	social	differences	in	the	criteria	used	to	judge	

excellence.	The	second	point	of	view	assesses	the	‘convergence	of	tastes’;	that	is,	

the	distortion	of	the	hirer’s	differences	among	cultural-based	work	recognized	
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by	experts	and	popular	culture	is	not	the	same	as	ordinary	audiences.	As	such,	

the	situation	is	closely	related	to	the	influence	of	social	class	and	level	of	

education	determining	an	audience’s	viewing	preferences	as	stated	by	Bourdieu.	

Hence,	it	is	important	that	the	framework	of	audience-based	evaluation	of	the	

professional	or	industry	should	take	into	account	Bourdieu’s	factors	of	social	

class,	education	level	and	cultural	structure.	The	technological	advancement	

factor	and	time	shifting	are	the	elements	that	need	addressing	because	these	

elements	are	likely	to	be	catalysts	for	the	21st	century’s	audience	taste	

transformation.		

	

The	development	of	DVFx	is	one	of	the	trajectories	of	technological	changes	in	

film-making	that	is	contributing	to	the	evolution	of	the	audience	taste.	Hence,	

this	chapter	will	answer	the	third	objective	of	this	study	to	analyse	the	

audience’s	changing	tastes	regarding	the	DVFx	as	spectacular	elements.	The	data	

sources	are	a	combination	of	in-depth	interviews	with	experts	as	well	as	findings	

involving	focus	group	discussions	in	India,	Malaysia	and	Australia.	A	total	of	

three	focus	group	discussions	were	conducted	involving	respondents	in	the	age	

group	of	20	to	25	years.	The	duration	of	the	discussion	for	each	focus	group	was	

30	to	40	minutes	and	involved	five	to	seven	respondents	per	group.	Respondents	

in	each	country	were	asked	about	their	film	taste,	selection	and	viewing	and	how	

much	DVFx	technology	has	to	do	with	their	choice	of	film.	The	analysis	in	this	

section	is	divided	into	three	main	sections	to	answer	the	question	of	the	

audience’s	changing	tastes,	that	is,	social	class	and	cultural	proximity,	modernity	

and	DVFx	technology	and	genres	and	generation	gaps.	

	

7.4	Analysis	1:	A	Taste	of	Popular	Culture	

In	order	to	get	a	detailed	and	balanced	analysis	of	audiences	in	the	21st	century,	

I	divided	them	into	two	main	segments,	industry	or	specialist	audiences	and	a	

general	audience.	This	is	in	line	with	the	views	expressed	by	Wanderer	(1970)	

regarding	two	points	of	view	for	assessing	the	taste	of	the	audience.	The	

industry’s	viewpoint	represents	the	views	of	popular	culture	based	on	middle-

class	tastes	in	the	community	of	industry	stakeholders	such	as	directors,	

producers	and	film	industry	practitioners.	While	the	perspective	of	the	audience	
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represents	the	views	of	the	taste	culture	or	public	culture	created	through	the	

reality	of	the	audiences.	The	difference	between	these	two	perspectives	is	

necessary	for	us	to	evaluate	how	the	concept	of	class	and	the	level	of	education	

in	a	society	work	towards	the	judgment	of	taste.	Besides,	this	difference	also	

looks	at	the	clash	between	industry	or	specialist	needs	and	the	will	of	the	

audience.	The	findings	from	industry	are	derived	from	the	in-depth	interviews	

with	industry	practitioners	as	in	previous	chapters.	The	analysis	in	this	chapter	

begins	with	an	overview	of	the	industry	perspective	on	the	responses	and	is	

followed	by	an	analysis	of	the	tastes	of	movie	audiences,	especially	for	films	

involving	the	use	of	DVFx	technology.	

	

7.4.1	Malaysia	

Most	informants	from	Malaysia	stated	that	the	acceptance	of	DVFx	movies	

among	audiences	in	Malaysia	is	still	at	a	moderate	level.	The	use	of	DVFx	in	

Malaysian	movies	has	not	been	able	to	attract	audiences	to	the	cinema	and	

influence	their	taste	guided	by	statistics	on	movie	going	collected	up	until	2017.	

Based	on	statistics	from	the	National	Film	Development	Corporation	(FINAS),	

from	a	total	of	44	movies	release	in	Malaysia	cinema	in	2017,	only	a	few	films	

using	DVFx	technology	achieved	box	office	success	in	2017	such	as	JRevolution	

(RM	7	million),	and	Abang	Long	Fadhil	2	(RM	18	million).	The	main	problem	faced	

by	film	industry	practitioners	in	Malaysia	is	that	the	acceptance	of	DVFx	in	

Malaysia	is	limited	to	certain	genres	such	as	action,	horror	and	sci-fi.	Informant	

MAS1	argued	that	the	acceptance	by	some	audiences	in	Malaysia	of	local	

technology-friendly	genre	films	such	as	sci-fi	and	adventure	is	not	as	good	as	for	

non-technology-friendly	films	such	as	romance	and	horror.	According	to	MSV1:	

	

I	do	not	see	Malaysian	audiences	get	impact	with	the	use	of	DVFx.	It	is	
because,	if	we	can	see	the	statistics	of	movie	collection	in	Malaysia,	the	
higher	ticket	collection	is	mostly	dominated	by	love	story	and	horror.	So	
maybe	DVFx	is	not	something	important	to	the	Malaysian	audiences.	Here	
[in	Malaysia]	there	is	no	guarantee	if	you	use	the	DVFx	then	you	will	get	a	
higher	collection.	
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Informant	MAS2	shared	this	view,	stating	that	romance	genre	movies	are	still	

Malaysian	audiences’	preference,	but	it	is	upsetting	when	audiences	compare	the	

quality	of	DVFx	in	Malaysian	films	with	Hollywood	films:	

	

I	think	DVFx	can	attract	the	audience	to	the	cinema	but	not	in	every	movie	
because	the	market	demand	among	Malaysian	audiences	is	still	for	the	love	
story	…	to	make	sure	Malaysian	audiences	accept	the	DVFx	in	the	movies	is	
a	bit	hard	because	they	tend	to	compare	the	quality	with	the	Hollywood	
movies.	That	is	the	biggest	problem	with	Malaysian	audiences.	

	

It	is	difficult	to	state	how	DVFx	affects	audiences	in	Malaysia.	Malaysian	

audiences	are	more	influenced	by	other	factors	such	as	the	actors.	According	to	

MAS1:	

	

I	might	say	that	Malaysian	audiences	are	more	interested	in	the	actor	or	
actress	compared	to	the	stunning	DVFx.	DVFx	only	gives	an	impact	to	the	
certain	part	of	the	movie	especially	the	storyline	but	not	in	attracting	them	
to	the	cinema.	

	

Apart	from	these	factors,	there	is	no	doubt	that	a	handful	of	spectators	in	

Malaysia	are	interested	in	films	using	DVFx,	but	the	Malaysian	film	industry	

needs	to	produce	more	to	satisfy	this	audience.	Informant	MAS1	explained	this:	

	

I	think	it	still	depends	on	the	content,	storyline	and	time	for	the	audience	to	
be	interested	in	DVFx	movies.	For	example,	the	day	when	KRU	produced	
Cicakman	[a	movie	using	DVFx],	for	me	it	is	a	new	thing,	and	audiences	love	
to	watch	it	because	of	the	DVFx	and	for	Malaysian	context,	I	think	the	movie	
was	successful.	However,	eventually	audiences	will	start	making	a	
comparison,	and	they	want	more.	

	

Informant	MAS1	had	differing	views	from	the	other	informants.	According	to	

him,	the	overwhelming	emphasis	on	DVFx	contributing	visual	impact	to	the	

audience	could	indirectly	block	their	interest,	especially	in	local	films.	According	

to	MAS1:	

	

When	I	watch	Transformers,	I	know	the	robots	are	all	CGI,	but	I	want	to	
believe	as	the	work	that	created	itself.	However,	once	that	is	one	thing	
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distract	in	the	sense	that	it	is	not	visual,	is	not	look	real	for	us,	from	our	
perspective	[producer]	and	our	audiences,	we	start	blocking	at	least	for	that	
particular	moment	and	it	starts	impacting	the	audiences.	
	

Informant	MAS2	concluded	that	audiences	in	Malaysia	are	also	concerned	about	

the	DVFx	industry,	but	there	are	also	a	handful	who	criticize	the	industry	

practitioners.	Informant	MAS2	said:	

	

From	my	point	of	view,	some	of	the	Malaysian	audiences	are	very	
supportive,	and	some	of	them	are	good	in	criticism	as	well.	Criticism	is	okay	
because	we	know	the	feedback	and	the	weaknesses.	
	

Informant	MAS2	thinks	the	strictures	given	by	audiences	to	DVFx	films	in	

Malaysia	will	indirectly	create	opportunities	for	these	creative	artists	to	be	

aware	of	their	weaknesses	and	improve	in	the	future.	Regarding	the	situation	in	

Malaysia,	the	professionals	or	industry	players	look	at	the	unpredictable	

audiences	that	cause	them	to	fulfil	current	market	demands.	For	instance,	up	to	

2018,	of	the	50	box-office	films	in	Malaysia,	Malaysian	audiences’	favourites	are	

action,	comedy	and	drama	genre	films	over	other	genres	such	as	horror	and	

animation	(FINAS,	2018).	

	

DVFx	use	in	local	films	has	little	impact	on	local	audiences	as	they	feel	that	there	

are	significant	differences	in	quality	compared	to	international	films.	So	movie	

offerings	in	Malaysia	rely	on	films	that	do	not	use	DVFx	because	they	feel	the	

genres	of	comedy,	romance	and	drama	can	attract	more	audiences	and	higher	

profits.	

	

7.4.2	India	

Informants	from	India	provided	different	findings.	Indian	audiences	have	their	

unique	way	of	accepting	films	using	DVFx.	This	uniqueness	is	due	to	differences	

in	social	class	and	status	in	society	and	the	widening	diversity	of	India’s	broad-

based	cinema	industry	advancements.	The	film	industry	in	India	uses	more	than	

five	languages	and	is	not	centred	solely	on	Bollywood.	The	findings	show	that	

DVFx	have	an	impact	on	audiences	in	India	especially	concerning	their	
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entertainment	factor.	For	instance,	in	some	areas	of	India,	films	play	a	vital	role	

in	shaping	people’s	beliefs	and	understanding	of	reality.	Informant	IND1	stated	

that:	

	

So	now	I	am	talking	about	the	community	of	the	Tamilan	and	Tamil	
audience	who	is	not	believing	in	religion.	So	for	them,	the	only	way	to	look	
up	for	reality	is	through	cinema.	When	they	see	Rajni	Khan	[Indian	
legendary	actor]	become	a	robot	through	DVFx,	they	feel	they	entered	the	
21st	century.	They	enjoyed	it!	
	

Most	industry	practitioners	feel	that	DVFx	have	provided	entertainment	to	

spectators	in	India.	This	was	stated	by	informant	IND2:	

	

DVFx	have	an	impact	on	the	audience	because	people	like	to	see	new	things.	
Let’s	say	from	the	past	days	we	like	to	see	the	magic	show	as	entertainment,	
and	now	technology	has	changed.	Now,	most	of	the	people	watch	the	video	
from	YouTube,	the	Internet	and	everything,	so	the	biggest	entertainment	
now	is	the	DVFx.	

	

Informant	IND2’s	view	is	valid	and	supported	by	informant	IND5.	According	to	

him,	industry	practitioners	will	focus	on	the	strength	of	the	narrative	and	story,	

while	audiences	in	India	emphasize	entertainment	value:	

	

Movie	should	become	first	with	the	story,	and	the	storytelling	is	the	worst	
part	if	we	can	say	in	Indian	cinema.	Very	few	movies	in	India	are	coming	
with	a	good	story	because	Indian	audiences	they	mostly	focus	on	
entertainment.	Very	few	people	focus	on	that	aesthetics	part	of	the	movie	
rather	than	entertainment	part.	

	

However,	definitions	of	entertainment	for	audiences	in	India	have	changed	

perceptibly	from	the	previous	epoch.	Most	movies	produced	before	the	advent	of	

DVFx	technology	are	filled	with	amusement	elements	such	as	dance,	musicals	

and	action.	Informant	IND4	stated	that:	

	

When	you	come	to	the	Indian	film	industry,	Indian	audience	is	very	
different.	Indian	film	industry	until	now	is	not	exposed	to	the	DVFx.	They	
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want	more	entertainment.	That	is	the	reason	why	you	will	see	a	lot	of	dance	
and	music.	

	

Informant	IND4	also	noted	that	India’s	demand	for	films	with	entertainment	

elements	was	still	relevant	and	resisting	the	influence	of	Hollywood	films.	Not	all	

audiences	in	India	are	aware	of	and	accept	films	using	DVFx	due	to	differences	in	

class	and	geographical	location.	According	to	IND4:	

	

The	situation	is	different,	the	demand	is	different	as	well.	Let’s	say	
Transformers,	doesn’t	run	for	more	than	two	weeks	in	the	cinemas.	I	am	
talking	about	Mumbai	and	what	about	other	places	in	India?	They	maybe	
haven’t	seen	or	heard	about	Transformers.	The	scenario	is	very	different.	If	
there	is	no	demand	then	no	need	to	be	supplied.		

	

However,	according	to	IND3	after	the	great	success	and	audience	acceptance	of	

the	Baahubali	films,	most	producers	and	directors	in	India	have	started	using	

DVFx	in	their	films.	Heretofore,	many	of	them	did	not	want	to	use	DVFx	due	to	

financial	constraints	and	because	it	was	considered	a	waste	of	money,	but	now	

everything	has	changed	due	to	the	amazing	response	from	the	Indian	and	global	

audiences.	According	to	him:	

	

The	thing	is	now	many	producers	are	getting	ready	saying	yes	to	DVFx	…	
Baahubali	has	changed	that	mindset	in	India,	and	the	last	two	years,	things	
have	changed	a	lot	and	a	lot	of	producers	coming	up,	a	lot	of	new	directors	
coming	up.	They	have	many	ideas	about	that.	

	

Informant	IND6	concluded	that	in	general	audiences	in	India	are	increasingly	

showing	maturity	and	changing	their	tastes	substantially	towards	DVFx	movies.	

According	to	him:	

	

Audience	is	getting	mature,	and	the	taste	changes	and	those	things	happen	
in	India.	If	you	go	to	the	cinema,	there	is	Baahubali,	and	there	is	an	
Avengers	movie	was	showing.	The	same	audience	goes	to	the	Avengers	and	
Baahubali.	However,	once	they	go	watching	Avengers,	they	expect	at	least	
80%	of	that	DVFx	thing	have	in	Baahubali.	
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Informant	IND6	also	noted	that	Indian	audiences	expect	something	better	

because	the	Indian	film	industry	has	proven	successful	in	producing	quality	

films.	This	finding	is	similar	to	the	findings	from	Malaysia	regarding	the	

expectations	of	audiences.	Industry	practitioners	feel	the	success	of	a	movie	that	

relies	on	DVFx	is	evidence	that	there	are	opportunities	and	demand	in	the	

market.	However,	this	presumption	should	be	judged	more	strictly	because	

understanding	the	audience	is	not	easy	and	it	is	difficult	to	predict	future	

audiences.	Industry	players,	professionals	and	filmmakers	may	to	continue	and	

improve	the	standard	of	filmmaking.	

	

7.4.3	Australia	

Most	of	the	informants	from	Australia	also	think	audiences	already	recognize	

DVFx	as	part	of	the	entertainment	element	in	movies.	Most	informants	think	

audiences	are	expecting	something	better	from	creative	industry	practitioners.	

According	to	AUS2:	

	
I	think	as	DVFx	become	more	sophisticated,	the	audience	expects	that	
quality	from	the	movie.	So	yeah,	definitely	and	people	are	very	aware	how	
things	are	made,	what	it	should	look	like	especially	with	the	Marvel	films	
coming	out.	

	

This	finding	also	shows	that	audiences	in	Australia	have	mostly	been	exposed	to	

knowledge	regarding	DVFx	technology	in	the	movie	industry.	Audiences	in	

Australia	have	begun	to	expect	DVFx	in	the	movies	they	watch.	Informant	AUS5	

explained	that:		

	

I	think	people	nowadays	expect	there	to	be	a	DVFx	in	the	movie.	Like	any	
movie	that	you	see,	I	can	tell	you	like	the	person	telling	people	that	know	
nothing	about	the	DVFx,	but	I	think	there	is	a	much	popular	story	about	the	
green	screen	uses	and	this	and	that.	I	would	say	that	they	nowadays	expect	
something	in	the	movie	to	be	DVFx.	

	

Informant	AUS3	said	audiences	had	accepted	the	use	of	DVFx	in	film	production	

and	it	indirectly	gets	their	response	and	attention.	This	is	proved	by	the	success	

of	significant	films	in	the	world.	According	to	AUS3:	
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I	mean	the	audience	has	accepted	it	[DVFx],	and	that	made	a	film	like	the	
Harry	Potter	franchise	possible.	I	do	not	think	the	audience	thinks	about	the	
digital	effects	now.	You	got	the	whole	generations	of	the	audience	now	
grown	up	with	the	DVFx	movies.	

	

However,	in	conclusion,	informant	AUS4	explained	that	audiences	are	opting	to	

watch	films	using	DVFx	due	to	the	novelty	and	the	wow	factor	of	the	movies.	

According	to	AUS4:	

	

I	think	it	is	very	expected	now,	so	there	is	upon	in	time	where	Jurassic	Park,	
it	is	early	visual	effects	film	where	visual	effects	have	a	‘wow’	factor.	People	
would	go	to	see	the	film	because	of	the	novelty	of	the	DVFx.	I	think	
filmmaking	has	moved	beyond	that	now,	and	DVFx	to	see	in	film	often	it	is	
not	known,	often	invisible	the	audience	…	

	

The	findings	from	Australia	have	shown	that	industry	players	in	Australia	have	

understood	the	needs	of	their	audiences	who	demand	for	a	quality	in	

filmmaking.	As	stated	earlier	in	this	research,	quality	is	not	focusing	on	the	used	

on	the	DVFx	but	the	most	important	thing	is	the	balance	between	the	technical	

aspect	and	the	storytelling.	This	proves	that	the	fundamental	task	in	

understanding	audiences	is	to	examine	the	power	of	industry	players	to	control	

audiences	and	thus	shape	new	tastes	using	DVFx.	For	most	professionals	and	

industry	practitioners,	particularly	in	the	film	industry,	the	views	of	experts	

represent	how	public	funds	will	be	used	to	support	film	production	and	

marketing.		

	

Consequently,	the	industry’s	entrepreneurial	points	of	view	about	audience	

preferences	have	had	a	positive	influence	on	the	development	of	DVFx	and	

filmmaking.	The	industry	will	always	keep	abreast	of	visual	creative	

presentation	technology	including	the	use	of	DVFx	to	ensure	that	current	

audiences’	demands	are	met.	It	is	difficult	to	prove	the	demand,	and	whether	the	

existence	of	this	trend	is	due	to	what	the	industry	is	offering	or	demand	from	the	

audience.	In	producing	a	movie,	a	film	producer	wants	an	approach	that	allows	

cost	savings	through	the	use	of	the	latest	technologies	in	visual	and	narrative	
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performances.	While	the	audience	wants	entertainment	elements	and	

satisfaction	in	their	spectacular	experience	to	suit	their	film	tastes.		

	

The	clash	of	viewpoints	between	industry	players	and	audiences	is	reflected	in	

the	divergence	between	the	‘real	audience’	and	‘the	audience’	created	by	the	

industry.	According	to	Ang	(1991),	when	the	industry	creates	‘the	audience’	

based	on	its	needs	and	interest,	then	the	discourse	available	for	discussing	the	

audience	is	based	on	an	imbalance	of	understanding	because	both	perspectives	

have	different	requirements.	‘The	audience’	developed	by	the	industry	is	a	result	

of	the	hegemony	of	technology	globalization	while	the	‘real	audience’	is	made	up	

of	people	from	different	socio-cultural	and	economic	backgrounds.	

	

Therefore,	the	next	part	of	the	analysis	in	this	chapter	will	look	at	the	audience’s	

interpretation	of	their	current	tastes	and	whether	the	use	of	DVFx	has	had	an	

impact	on	their	taste	transformation.	

	

7.5	Analysis	2:	Audiences’	Changing	Tastes		

The	analysis	and	findings	in	this	section	focus	on	one	of	the	taste	zones	

suggested	by	Bourdieu,	popular	taste.	This	zone	framework	is	used	as	a	basis	to	

see	how	DVFx	influence	audience	selection.	This	analysis	is	divided	into	three	

categories	to	assess	changing	tastes	among	audiences,	particularly	involving	the	

use	of	DVFx.	Hence,	the	discussion	of	new	audiences	in	this	section	is	divided	

into	three	main	themes:	firstly,	social	class	and	cultural	proximity,	secondly,	

modernity	and	technology;	and	thirdly,	genres	and	generation	gaps.		

	

7.5.1	Social	Class	and	Cultural	Proximity	

People	in	every	social	class	fundamentally	have	different	ways	of	thinking	about	

the	world.	In	simple	terms,	social	class	refers	to	a	group	of	people	with	similar	

socioeconomic	status.	This	can	be	explained	through	the	concept	of	'ordinary	

consumer'	(Holbrook,	1999).	Based	on	this	concept,	generally,	consumers	will	

refer	to	the	expert	preferences	to	reduce	the	risk	of	the	decision.	In	this	case,	

‘specialist	judgment’	refers	to	the	views	used	by	the	audience	in	seeking	
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information	to	facilitate	their	decision-making	process.	Sociologists	also	argue	

that	expert	opinion	is	assumed	to	be	a	guarantee	of	‘good	taste’	or	authentic	taste	

especially	in	the	cultural	context	(Debenedetti	&	Larceneux,	2011).	Audiences	

make	‘quality’	decisions	when	they	have	taken	expert	opinion	into	consideration.	

Audiences	need	to	take	this	thoughtfully	to	ensure	that	the	choices	they	make	

based	on	the	social	distinction	of	the	social	distinction	to	auto-possessiveness	

rather	than	the	expert’s	scale	of	expertise.	

	

As	such,	the	audience	chooses	to	watch	a	movie	and	to	form	their	movie	tastes	

based	on	the	credence	they	give	to	experts	in	the	field.	A	study	conducted	by	

Koh,	Hu	and	Clemons	(2010)	shows	that	user-generated	online	reviews	play	an	

important	role	as	a	critical	source	of	information	that	helps	audiences	make	a	

decision	before	watching	a	movie.	Contemporary	audiences	can	search	for	

information	through	online	social	networks	such	as	social	media	and	websites.	

The	study	also	showed	that	the	social	norms	in	online	reviewing	play	a	

significant	role	in	individual	decision-making	behaviour.	This	was	evident	in	

some	respondents	stating	that	they	only	go	to	watch	movies	after	researching	

reviews	either	from	experts	or	friends.	Respondent	BM1	stated:	

	

As	a	moviegoer,	I	will	read	reviews	from	my	friends	in	a	group,	but	
sometimes	when	they	give	bad	reviews,	I	feel	like	I	want	to	watch	it	by	
myself	because	I	think	we	have	a	different	expectation.	
	

Australian	respondents	had	the	same	standpoint.	Respondent	GA1	reported	that,	

apart	from	the	storyline	and	acting,	she	also	takes	critics’	opinions	into	

consideration	before	choosing	a	movie:	

	

I	think	the	storyline	would	be	one,	the	other	factors	such	as	actor	and	
actress	would	be	refuse	and	then	what	are	the	critics	saying	about	it.	If	
there	is	a	positive	view	from	the	critics	then	I	might	go,	otherwise	I	would	
not	go	and	watch	the	movie	at	the	cinema.	
	

Thus,	respondents	refer	to	reviews	to	ensure	that	the	movie	to	be	watched	is	

fascinating	and	does	not	waste	their	time.	Apart	from	this,	respondents	cite	
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information	regarding	the	storyline,	actors	and	actresses,	as	the	highlights	to	be	

obtained	from	these	reviews.	

	

The	next	findings	included	stimulating	results	on	the	‘specialist	judgment’	

element.	What	is	interesting	is	that	the	definition	of	‘specialist	judgment’	among	

respondents	did	not	revolve	around	the	ability	of	professional	critics	to	give	an	

influential	opinion,	but	around	other	factors.	Most	respondents,	mainly	from	

Malaysia	and	Australia,	think	that	other	factors	such	as	film	trailers	and	movie	

ratings	contribute	a	significant	role	in	determining	their	watching	choices.	

Australian	respondent	BA2	stated:	

	

Well	I	must	say	with	the	presence	of	world	renowned	directors	and	actors	
making	the	movies	may	become	factors	to	bring	people	to	watch	the	movies.	
However,	for	me,	selecting	a	movie	falls	into	two	categories.	First,	the	trailer	
and	secondly	the	review	of	the	movie	itself.	This	comes	from	reliable	sources	
such	as	IMDb	or	Rotten	Tomatoes.	

	

Most	respondents	from	Malaysia	described	trailers	playing	a	significant	role	in	

influencing	them	to	watch	movies.	Respondent	BM4	from	Malaysia	believes	the	

trailer	will	give	an	initial	summary	of	the	whole	story.	According	to	him:	

	

I	like	to	watch	the	movie	trailer	first	followed	by	the	synopsis	because	I	
want	to	know	what	the	story	is	all	about.	I	also	read	the	reviews	from	others	
then	I	compare	with	my	review.	

	

Respondent	MASG4	stated	that	the	trailer	would	have	a	notable	impact,	

especially	for	films	in	a	series.	She	stated:	

	

I	like	to	watch	the	trailer	first,	and	if	I	think	it’s	good,	then	I	will	choose	to	
watch	that	movie	such	as	Pirates	of	the	Caribbean.	I	watched	it	because	of	
the	impact	of	the	trailer;	I	want	to	know	what	happens	next	and	I	did	follow	
the	previous	version	of	the	movies.	

	

Respondent	BM3	proved	through	his	experience	that	watching	the	trailer	could	

give	a	reflection	of	the	entire	movie.	According	to	him:	
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For	me,	the	main	factor	is	the	trailer.	It	gives	us	tit-bits	before	we	watch	a	
full	version	of	the	movies.	I	do	not	watch	Korean	movies,	but	for	
assignments	I	do	it,	so	I	watch	the	trailer	first	then	I	think	‘wow	it’s	good.’	
From	that	trailer,	I	know	what	kind	of	the	story,	the	genre,	and	I	see	who	
are	the	actor	and	actress	in	the	movie.	

	

According	to	respondents,	movie	trailers	should	be	impactful	enough	to	make	

them	interested	in	watching	a	movie.	Besides,	the	trailer	should	be	able	to	

provide	an	overview	of	the	movies,	including	genre	types	and	actors.	

	

As	discussed	in	the	early	part	of	this	thesis,	films	are	one	of	the	‘cultural’	

products	either	imported	into	or	exported	out	of	a	country.	Films	are	different	

from	other	cultural	products	as	they	contain	an	implied	element	behind	the	

general	economic	transactions.	For	example,	exported	films	not	only	involve	

economic	and	financial	transactions	but	also	imply	the	transfer	of	ideology,	

values	and	culture	to	exporting	countries.	These	business	dealings	do	not	only	

affect	the	economy	but	also	the	audience	itself	in	the	long	run.	Movies	as	a	

cultural	product	can	also	affect	audience	acceptance	and	taste.	This	can	be	

understood	through	the	aspects	of	transnational	media	that	involve	‘audience	

acceptance’	and	hence	‘taste’	(Fu,	2012).		

	

What	makes	spectators	independently	choose	the	movies	they	want	and	what	

makes	them	relish	those	movies?	This	question	can	be	explained	through	the	

concept	of	‘cultural	proximity’	(Yoo,	Jo,	&	Jung,	2014).	According	to	Straubhaar	

(1991),	cultural	proximity	refers	to	any	material	(in	this	thesis	referring	to	films)	

produced	nationally	or	locally	that	is	close	to	traditional	identities,	regions,	

ethnicity,	dialect	or	language,	religion	and	other	elements.	This	concept	also	

explains	why	audiences	choose	media/film	material	that	is	compatible	with	their	

views	and	culture.	This	concept	makes	it	easier	to	understand	the	choice	of	

content	that	audiences	perceive	contain	certain	values,	heritage,	culture	and	

behavioural	norms.	According	to	Burch	(2002),	the	concept	of	cultural	proximity	

is	also	a	key	variable	that	has	an	impact	on	the	spread	of	cultural	phenomena	

and	the	creation	of	a	country’s	image,	especially	among	foreign	countries.	It	is	

clear	that	cultural	proximity	also	indirectly	related	to	the	concept	of	
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transnational	cinema	because	it	also	contributes	to	the	transnationalism	of	film	

culture	across	countries.	For	example,	Malaysian	and	Indonesian	film	production	

can	already	work	together	in	transnational	films	as	both	countries	share	the	

same	values	in	terms	of	culture,	identity	and	language.	

	

In	addition,	the	concept	of	‘habitus’	also	helps	to	explain	this	phenomenon.	This	

concept	has	a	similarity	with	the	concept	of	cultural	proximity	because	according	

to	Bourdieu	(1984),	segmentation	within	a	community	has	led	to	classification	of	

judgment.	Hence	habitus	is	an	objective	principle	of	classifiable	judgment.	

Habitus	will	also	change	to	disposition,	which	in	turn	will	generate	the	practices	

and	perceptions	of	the	audience.	Habitus	is	a	system	that	generates	collective	

behaviour	and	cognitive	practices	such	as	lifestyle,	taste	and	appreciation.	This	

system	means	the	audience	chooses	a	favourite	movie	not	just	because	it	has	

quality	value	but	also	because	of	similarities	with	their	lifestyle	and	culture.	In	

other	words,	this	situation	has	indirectly	formed	a	structure	or	class	within	a	

society.	

	

Besides,	according	to	Bourdieu,	habitus	not	only	deploys	a	structure	which	

organizes	practices	and	perceptions,	but	also	leads	to	acceptance	of	the	

assumption	that	the	social	world	is	divided	into	social	classes.	The	result	is	a	

system	of	community	judgment	and	practice	known	as	lifestyle.	Lifestyle	is	a	

systematic	system	of	habitus	that	becomes	socially	qualified.	Previous	scholars	

such	as	Bourdieu	(1984),	Mooij	(2006),	Warde	(2008)	and	Lugg	(2011)	have	

stated	that	audience	tastes	are	associated	with	the	factors	of	class	and	culture.	

Homogeneity	in	global	film	audiences	are	also	influenced	by	the	economic	

import	market	of	a	country.	The	size	and	type	of	market	can	foster	similarities	

within	the	audience,	and	there	is	a	positive	relationship	between	national	

economic	indicators	and	the	specific	tastes	of	film	audiences.		

	

This	discussion	can	be	explained	more	thoroughly	through	the	findings	of	the	

study.	Most	respondents,	mainly	from	Malaysia	and	India,	stated	that	they	prefer	

international	films	over	local	films.	They	also	assume	that	the	quality	of	local	
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films	in	Malaysia	is	still	substandard,	especially	films	using	DVFx	technology.	

This	was	stated	by	BM5:	

	
Did	you	know	why	people	do	not	watch	Malaysian	movies?	It	is	because	the	
product	does	not	reach	that	quality.	I	am	not	comparing	with	the	
international	but	sometimes	the	local	movie	just	nothing	in	the	content.	No	
product.	There’s	nothing	in	the	movie	at	all.	

	

Respondent	BM4	stated	that	most	movies	in	Malaysia	should	not	be	in	the	

cinema	due	to	standard	and	quality	problems:	

	

The	local	movies	not	reach	the	movie	standard	and	not	supposed	to	be	in	
the	cinema.	Waste	of	money.	One	of	the	examples	is	Penunggu	Istana	

	

Respondent	BM5	supported	this	statement	and	expressed	his	experience	of	

watching	a	horror	movie.	According	to	him,	the	film’s	storyline	was	weak:	

	

I	watched	a	movie	Highland	Tower.	I	think	it	a	waste	of	money.	I	do	not	feel	
scared,	and	the	storyline	was	terrible.	That	is	why	I	am	saying,	the	local	
product	[film]	is	fragile	compared	to	international.	

	

A	respondent	from	India,	INDB3,	said	that	he	does	not	watch	local	films	due	to	

the	lack	of	realism.	He	explained:	

	

I	am	in	person	I	do	not	watch	Indian	movies,	like	few	in	my	library.	My	
library	extends	all	the	way	from	English	to	German	to	Japanese,	so	my	
important	part	is	how	it	reflects	the	world.	I	do	not	like	anything	just	
regarded	to	the	action.	

	

Furthermore,	respondent	INDB1	explained	that	the	Indian	film	industry	has	

improved,	but	it	requires	higher	budgets	to	equally	compete	with	Western	

cinema.	According	to	him:	

	

There	are	Indian	movies	which	are	very	good.	It	just	that	they	did	not	get	an	
international	standard	and	the	budget.	The	budget	is	too	low,	and	at	the	
same	times	you	want	to	import	something	from	Western,	there	is	a	lot	of	
hundred	dollars.	
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The	findings	also	clearly	show	that	quality	is	a	reason	for	respondents’	

preferences	towards	international	movies	rather	than	local	films.	The	storyline	is	

still	the	main	reason	for	them	to	watch	fewer	local	films	than	international	films.	

According	to	BM2:	

	

The	story	in	the	movie	is	one	of	the	factors	for	me	to	watch	that	movie.	I	also	
prefer	the	story	with	the	portrayal	of	cultural	elements.	For	example,	when	I	
watch	Avatar,	I	can	see	the	culture	of	that	ethic.	When	it	shows,	it	makes	me	
ask	myself	what	they	do	and	how’s	their	life	because	I	want	to	know	the	
things	that	are	different	with	us.	

	

India	respondents	saw	local	movies	as	clichéd,	with	boring	stories,	which	made	

them	feel	weary	of	local	movies.	According	to	them,	most	of	the	stories	in	Indian	

films	especially	those	involving	the	romance	genre	will	use	the	same	clichés	and	

familiar	story.	Respondent	INDB1	explained:	

	

If	you	watch	the	local	film	the	story	is	going	to	be	about	love,	a	rich	guy	
coupled	with	a	poor	girl.	It	is	only	going	to	be	based	on	that,	but	you	watch	
international	movies	like	Marvel	movies,	it	is	going	to	be	something	new,	
beyond	everything.	It	is	not	going	to	be	about	a	rich	guy	and	a	poor	girl,	
about	politics,	it	is	something	new	for	the	audience	to	learn.		

	

Respondent	INDG3	added:	

	

Most	of	the	Indian	movies	they	always	repeat	the	same	things	like	romance.	
It	has	always	happened.	

	

The	findings	from	the	Malaysian	and	Indian	respondents	are	consistent	with	the	

concept	of	proximity	culture,	as	stated	by	Straubhaar	(1991)	and	Yoo	et	al.	

(2014),	which	has	opened	a	space	for	disagreement	about	taste.	Most	of	them	

choose	international	films	from	Hollywood	rather	than	local	films.	Hence	what	

are	the	similarities	of	culture	or	other	common	elements	that	lead	them	to	

receive	or	be	attracted	to	films	from	abroad	rather	than	local.	The	findings	

indicate	that	the	use	of	DVFx	elements	in	Hollywood	films	is	an	element	of	
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similarity	that	makes	the	informants	interested	in	international	films.	The	

findings	of	this	study	will	be	further	substantiated	in	the	next	section.		

	

Also,	the	findings	also	support	the	concept	of	habitus	among	respondents.	The	

formation	of	audiences’	tastes	in	international	films	compared	to	local	films	has	

shown	how	they	realize	the	social	world	around	them	and	respond	to	it	

(Bourdieu,	1993.	This	reaction	is	also	influenced	by	the	culture	and	cultural	

practices	of	the	audience.	

	

7.5.2	Modernization	and	DVFx	Technology	

The	current	era	of	rapid	technological	advances	has	indirectly	changed	the	

audience’s	viewing	patterns,	especially	that	of	spectators	at	the	cinema.	

Modernization	is	also	one	of	the	factors	that	is	reflect	in	their	taste	in	this	age.	

The	media	platform	changes	from	conventional	to	digital,	for	example,	mean	that	

a	movie	can	be	reproduced	and	viewed	in	a	myriad	of	other	media	forms	(Lugg,	

2011).	Taste	can	also	determine	the	style	of	the	content	and	the	medium	of	

performances	that	are	commercial	and	popular.	For	example,	the	era	of	celluloid	

films	and	VHS	tapes	has	gone,	and	now	CDs	and	DVDs	are	threatened	by	the	

emergence	of	web	streaming	and	online	movie	platforms	such	as	Netflix,	Hulu	

and	Amazon	Prime	Video.	This	change	directly	shows	the	change	in	the	life	style	

of	the	audience.	At	the	same	time,	the	emergence	of	this	interactive	platform,	

with	twenty-four-seven	airtime	has	been	enthusiastically	welcomed	by	new	

audiences.		

	

According	to	Dixon	(2013),	up	to	April	2011,	Netflix	already	had	23.6	million	

subscribers	or	more	than	7	per	cent	of	all	Americans.	This	enormous	number	can	

be	mainly	explained	by	advances	in	technology.	In	addition	to	the	economic	

aspects,	Netflix	and	Amazon	are	discerning	in	capturing	the	local	market	or	other	

countries	through	collaboration	with	local	film	studios,	directors	and	producers.	

For	example,	Amazon	has	partnered	with	Karan	Johar’s	Dharma	Production	in	

India	while	Netflix	collaborates	with	Red	Chilies	Entertainment	and	signature	

artist	Shah	Rukh	Khan’s	venture	(Choudhary,	2019).	
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a. Movie-watching	pattern	

To	find	out	the	changing	movie	viewing	media	amongst	audiences,	respondents	

were	asked	how	frequently	they	watch	movies	in	the	cinema.	As	expected,	the	

findings	show	that	they	do	not	often	watch	movies	in	cinemas.	Watching	movies	

in	the	cinema	is	not	a	priority	for	respondents.	According	to	respondent	BM5	

from	Malaysia:	

	

I	only	go	for	movies	which	suit	my	taste.	If	my	favourite	movie	is	released	in	
the	cinema,	and	the	movie	that	I	wanted	to	see,	I	will	follow	the	trailer	then	
I	go	watch	the	movie.	
	

Respondents	also	think	their	priorities	for	watching	is	depending	on	the	type	of	

movie.	Respondent	BM2	thought:	

	
For	me,	I	look	at	the	‘season’.	If	many	films	are	showing	at	the	cinema,	I	will	
watch	it	frequently.	It	depends	on	the	movies	that	were	showing	in	the	
cinema.	

	

Respondents	from	Australia	also	said	they	less	frequently	go	to	the	cinema	due	

to	the	presence	of	other	movie-viewing	platforms	like	online	streaming	websites	

such	as	Netflix.	According	to	respondent	GA4:	

	

I	watch	movies	on	a	regular	basis	like	3–5	times	a	week.	I	use	Netflix	
regularly	and	go	to	the	cinema	less	frequently.	Maybe	once	in	every	couple	
of	months.	

	

The	same	opinion	was	given	by	respondent	BA2,	stating	that	web	streaming	like	

Netflix	made	it	even	easier	to	watch	movies:	

	

Very	much	frequent	considering	on	a	daily	basis,	with	Netflix	establishment	
watching	movies	at	my	fingertips.	Cinema,	only	when	there	are	any	
blockbuster	movies,	comes	to	the	screen.	I	can	say	once	in	two	months.	

	

Respondents	from	India	stated	that	the	landscape	of	the	film	industry	in	India	is	

extensive	and	causes	audience	segmentation.	There	are	various	types	of	film	
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industry	in	India	derived	from	different	regions	and	cultures,	together	with	

different	audiences	and	fans.	For	example,	respondent	INDB1	stated:	

	

Indian	film	industry	is	too	diverse.	There	is	Bollywood,	Kollywood	and	
Tollywood.	Bollywood	for	the	mainstream,	Tollywood	for	Southern	India	
and	Tamil	Naidu	and	I	am	not	sure	about	Kollywood.	It	is	too	diverse,	but	I	
think	Bollywood	movies	and	some	Kerala,	Tamil	and	Telegu	movies	are	
good.	

	

The	diversity	of	the	cinema	industry	in	India	has	given	audiences	a	diversity	of	

choices	as	well.	Respondent	INDB3	explained:	

	

Audience	is	very	open,	so	there	are	people	like	too	dramatized	the	
storytelling,	but	in	Bollywood	now	people	start	to	appreciate	and	produce	
inspiring	movies.	Youngsters	are	more	open	to	all	kind	of	movies	[genres].	

	

Respondents	from	India	who	watch	movies	in	the	cinema	stated	that	the	factor	

that	pushed	them	is	entertainment.	INDG1	holds:	

	

Entertainment.	First	of	all,	I	watch	for	entertainment	purpose,	and	I	choose	
a	film	where	the	whole	family	can	watch.	

	

This	opinion	was	supported	by	respondent	INDG2:	

	

I	agree.	It	is	because	of	time	past	where	the	whole	family	we	can	gather,	and	
we	can	watch	a	movie	at	the	cinema.	

	

These	findings	suggest	that	most	respondents	are	less	likely	to	watch	films	in	

cinemas	compared	to	digital	platforms	such	as	Netflix.	Most	of	them	will	only	go	

to	the	cinema	if	there	are	blockbuster	and	seasonal	movies	released.			

	

b. Entertainment	

It	cannot	be	denied	that	films	provide	entertainment	to	audiences.	However,	

there	are	also	audiences	that	use	films	as	escapism	from	the	real	world.	

Entertainment	can	be	interpreted	differently	by	different	audiences.	Based	on	

the	analysis,	many	respondents	measure	entertainment	based	on	the	elements	of	
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storyline	and	not	just	additional	constituents	like	actors	and	technical	

achievements.	Some	respondents	choose	to	watch	a	movie	due	to	the	storyline,	

such	as	a	respondent	from	India,	INDB3:	

	
I	always	see	through	the	story.	The	story	should	be	the	selling	point	and	
what	it	represents	about	the	culture	of	India,	what	it	represents	about	what	
the	world	is	and	how	the	world	is.	A	movie	like	that	completely	nails	the	
point.	

	

Respondent	INDB1	said:	

	

I	watch	the	movies	for	the	stories.	Based	on	the	story	first	not	the	actors	or	
actresses.	It	does	not	matter	who	act	the	story,	if	the	story’s	good	the	movie	
is	going	to	be	good.	

	

Respondent	INDG3	added:	

	

If	I	go	to	the	cinema,	I	will	go	for	the	storyline	first.	I	do	not	see	the	actress	
and	actor	at	all.	Like	Baahubali,	one	of	the	best	films	here,	the	main	reason	
the	film	got	blockbuster	is	because	of	the	storyline	and	also	the	animation	
on	the	movie	with	the	CGI	as	well.		
	

Similar	findings	were	also	obtained	from	Australian	respondents,	who	stated	

that	the	storyline	was	the	most	important	consideration	over	entertainment	

factors,	actors	and	technical	achievements.	According	to	BA1:	

	

I	have	to	have	interest	in	the	storyline,	maybe	the	actor	but	more	so	how	
good	the	movie	would	be.	

	

GA4	agreed	that	the	storyline	is	an	important	part	of	her	selection	of	a	movie,	

and	at	the	same	time	she	also	agreed	that	social	media	equally	influences	her	

choice:	

	
I	usually	choose	to	watch	movies	based	on	if	it	has	been	very	hyped	up	or	
bound	to	be	popular,	but	the	overall	is	a	storyline	and	the	genre	of	the	
movie.	Social	media	has	a	big	influence	on	what	I	am	to	watch	as	it	provides	
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me	with	lots	of	details	beforehand,	determining	if	the	movie	is	something	I	
will	enjoy	or	not.	
	

Like	the	findings	in	the	previous	chapter,	most	respondents	feel	that	story	is	the	

main	factor	influencing	them	to	watch	the	movie.	This	situation	clearly	shows	

the	importance	of	story	and	storyline	in	a	movie	production	compared	with	

other	factors	such	as	genre	and	technical	factors.	

	

c. Audience	Satisfaction	

The	advancement	of	DVFx	technology	has	generally	impacted	not	only	the	

landscape	of	creative	film	production	but	also	audiences,	especially	21st-century	

audiences.	Audiences	in	this	era	of	technology	crave	certain	levels	of	quality	in	

the	produced	film	(Rohlf,	2017).	Undoubtedly,	DVFx	affect	the	quality	and	

creativity	of	the	visual	representation,	but	they	also	affect	the	audience’s	

satisfaction.	According	to	Felschow	(2015),	many	studies	have	been	done	on	the	

DVFx	usage	and	audience	impact,	but	there	is	a	lack	of	deeply	quantitative	

analysis	to	understand	its	effects.	Hence,	respondents	in	this	study	were	also	

asked	about	the	influence	of	DVFx	on	their	viewing	preferences.	Most	

respondents	from	Malaysia	think	that	watching	international	films	is	more	

attractive	than	local	films	because	of	the	visual	technological	advances.	They	

think	DVFx	technology	provides	a	much	more	engaging	and	spectacular	viewing	

experience	than	local	films.	Respondent	GM1	said:	

	

For	me,	I	started	to	be	attracted	to	Marvel	movies.	I	think	they	have	a	lot	of	
visual	effects	and	it	is	desirable.	I	want	to	see	the	visual	effects	especially	for	
the	superheroes	movies	like	Thor.	I	wanted	to	watch	something	different	
from	the	others	especially	something	that	is	not	in	reality.	Yes,	fantasy.	

	

Respondent	BM4	also	gave	an	example	of	a	local	production	from	Malaysia,	

Merong	Mahawangsa,	which	used	DVFx	technology	in	its	production.	He	agreed	

that	the	use	of	special	effects	techniques	such	as	DVFx	in	the	film	was	able	to	

attract	the	audience.	According	to	BM4:	

	

Visual	effects	are	one	of	the	factors	besides	I	follow	the	chronology	and	the	
previous	movies.	Why	am	I	saying	visual	effects	can	be	an	attraction	to	the	
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moviegoers?	Let’s	see,	Merong	Mahawangsa	by	KRU	Studios,	they	have	the	
VFX	facilities,	they	have	the	experts,	and	we	were	expecting	so	much	with	
the	movie	because	of	the	CGI.	However,	when	I	go	watch	it,	it	is	below	the	
expectation.	

	

Respondent	BM5	thinks	DVFx	technology	is	steadily	improving	in	international	

films	but	not	in	Malaysia.	BM5	argued:	

	

Special	effects	are	getting	better	every	time	but	maybe	not	in	Malaysia.	I	do	
not	follow	much	in	Malaysia,	but	I	think	internationally,	I	take	the	example	
of	the	franchise	Fast	and	Furious.	We	can	see	how	much	they	grow	from	the	
previous	one	until	now.	

	

Respondent	BM5	added	that	the	use	of	DVFx	indirectly	attracts	audiences	to	

watch	movies,	even	movies	with	weaknesses	in	the	storyline	and	narrative.	

MASBM5	said:	

	

Their	graphics	and	visual	has	spent	and	become	better,	and	I	will	not	deny	
that	it’s	the	main	reason	why	they	can	pull	the	audience.	They	can	break	the	
box	office	because	of	the	quality,	and	yes,	I	go	watching	those	movies	
because	of	the	visual	effects,	and	sometimes	they	do	not	have	a	storyline,	but	
just	the	visual	effects	are	very	nice.	

	

Respondent	GM3	supported	respondent	BM5’s	stance.	She	also	considers	that	

the	use	of	DVFx	technology	in	local	films	has	not	reached	the	level	that	satisfies	

audiences	who	have	watched	international	films.	According	to	GM3,	the	impact	

of	the	spectacle	makes	them	feel	it	is	worthwhile	watching	the	movie:	

	

When	we	watched	local	movies	we	cannot	achieve	our	satisfaction	
especially	the	visual	effects.	So	we	need	to	move	to	international	films	and	
when	we	watched	that	films,	for	example,	Marvel	movies,	it	gives	
satisfaction.	That	satisfaction	makes	us	feel	worth	it	to	watch	a	movie	in	the	
cinema.	

	

The	identical	notion	was	also	expressed	by	respondent	BM1,	who	argued	that	

the	use	of	DVFx	in	international	films	has	more	impact	on	audiences	and	
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indirectly	helps	them	to	appreciate	the	storyline	better.	Respondent	BM1	agrees	

that	DVFx	is	the	crucial	factor	that	led	him	to	go	to	the	cinema.	According	to	him:	

	

I	like	to	watch	a	movie	based	on	true	events	because	it	will	use	less	CGI	but	
surprisingly	when	Western	movies	do	it	with	the	CGI	and	visual	effects	it	is	
more	interesting.	That	means,	they	put	the	CGI	even	if	the	genre	does	not	
require	that	elements,	so	as	an	audience	we	can	feel	it	and	touched	by	the	
story.	For	me,	CGI	is	part	of	the	factor	why	I	am	going	to	watch	the	movie	at	
the	cinema.	
	

When	it	come	to	the	DVFx	movies	choices,	most	of	the	respondents	feel	they	are	

more	likely	to	watch	international	movies	than	local.	The	difference	in	the	

audience's	satisfaction	is	due	to	the	lower	visual	quality	of	local	productions,	

compared	with	the	impressive	DVFx	usage	and	techniques	of	international	

productions.	This	is	very	interesting	findings	because	some	informants	

emphasise	on	the	technical	quality	of	DVFx	as	the	main	satisfaction	factor	in	

watching	movies,	while	other	informants	have	suggested	that	a	good	storyline	

and	narrative	are	the	main	factors	that	indicate	entertainment	in	movies.	These	

findings	show	that	there	is	a	different	opinion	among	the	informants	which	is	

shows	that	there	is	two	points	of	view	for	assessing	the	taste	of	the	audience	as	

stated	by	Wanderer	(1970).	

	

d. ‘Wow’	Movies	

Respondents	were	also	asked	about	their	thinking	on	films	using	DVFx	and	

whether	they	should	be	considered	creative	films.	Most	respondents	agreed	with	

this	notion.	A	respondent	from	Australia,	GA4,	gave	this	opinion:	

	

Yes.	I	believe	movies	with	DVFx	is	a	creative	as	they	use	additional	resources	
to	bring	life	to	fictional	things	and	open	the	door	for	many	different	movie	
plots	because	they	can	now	create	things	that	could	not	be	done	before.	

	

Respondent	BA2	considers	that	creativity	is	a	subjective	thing,	but	the	use	of	

DVFx	is	an	advantage	to	a	movie	because	the	process	of	using	DVFx	is	

complicated	and	creative.	According	to	him:	
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Creativity	is	a	very	subjective	topic.	Some	movies	do	not	require	any	digital	
effects	but	yet	provide	a	succinct	storyline	to	it.	Producing	movies	with	DVFx	
certainly,	requires	lots	of	hard	work	and	creativity.	It	is	always	a	bonus	to	
get	dessert	after	the	main	course	but	of	course,	a	good	kind	of	dessert	that	
concludes	the	great	meal.	

	

Respondents	from	India	also	agreed	with	the	notion.	Respondent	INDB1	thinks	

DVFx	complements	the	storyline	of	a	movie.	He	used	Baahubali	as	an	example:	

	

Yeah.	For	example	in	Baahubali.	We,	and	we	cannot	make	the	hero	fly	in	the	
sky	without	anything.	We	can’t	hang	the	camera	in	the	sky,	right?	So	CGI	is	
the	place	that	we	can	do	all	that	things.	I	agree	that	CGI	contributes	to	the	
creative	elements	in	the	movie.	It	is	more	to	the	storyline,	but	if	you	want	to	
portray	the	storyline	a	bit	more,	you	have	to	do	it	with	CGI.		

	

Respondent	INDB2	argued	that	DVFx	technology	should	operate	in	parallel	with	

the	inclinations	of	the	spectators.	He	elaborated	that	the	audience	should	be	

satisfied	with	the	cost	of	tickets	to	watch	a	movie	using	DVFx:	

	

It	is	good	to	have	more	CGI	is	like	what	the	audience	wants.	You	have	to	use	
the	CGI	to	make	it	what	the	audience	likes.	The	audience	wants	something	
awesome	if	they	are	going	to	pay	$15	for	the	ticket	and	watch	something	
like	wow!	The	wow	factor.	CGI	is	a	must,	but	he	said	not	too	much.		
	

Respondent	BM2	added	that	it	is	imperative	for	filmmakers	to	meet	audiences’	

high	expectations.	DVFx	technology	should	be	able	to	translate	the	creative	ideas	

of	filmmakers	into	visual	form	and	turn	them	into	a	creative	visual	presentation.	

According	to	BM2:	

	

For	me,	filmmakers	need	that	artistic	values	because	they	need	to	think	
what	should	happen	and	what	should	not.	Moreover,	the	most	important	
thing	is	that	audience	expectation.	All	that	things	need	a	creative	mind.	

	

Respondent	GM1	from	Malaysia	argued	that	the	use	of	DVFx	such	as	CGI	in	a	

movie	production	gave	a	‘wow’	factor	to	the	audience.	According	to	her,	the	

excitement	of	the	‘wow’	factor	makes	her	feel	the	movie	is	creative	even	though	

she	recognized	that	the	visuals	were	computer-generated	images.	She	explained:	
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For	me,	it	will	look	more	creative	when	the	movie	uses	the	CGI	because	of	
the	wow	factor.	I	give	an	example	on	Pirates	of	the	Caribbean	when	they	
manage	to	create	a	fighting	scene	at	the	bottom	of	the	sea,	and	suddenly	the	
sea	was	divided	into	two.	I	knew	that	is	a	CGI,	but	it	is	wow!	That	scene	
looks	real	and	creative.	

	

However,	some	respondents	disagreed	with	the	notion	that	movies	using	DVFx	

are	creative	movies.	This	difference	clearly	shows	that	there	is	a	difference	in	

tastes	among	the	interviewed	respondents.	A	respondent,	INDB3,	from	India	

described	many	other	things	that	could	be	done	without	using	DVFx	technology	

in	film	production.	According	to	him:	

	

I	think	I	disagree	upon	that.	Firstly	we	can	do	a	few	things	without	CGI	as	
well.	Just	the	matter	of	how	much	of	the	knowledge	about	the	geography,	of	
this	planet.	For	example,	take	the	movie	The	Hobbit.	How	do	you	like	the	
scenery?	It	is	magnificent.	Do	you	know	there	is	no	CGI	used	for	that?	Only	
CGI	used	for	the	sword	fights	and	the	minimal.	

	

Respondent	INDB3	also	believes	that	audiences	will	be	more	attracted	to	the	

storyline	rather	than	‘cosmetic’	elements	such	as	CGI.	He	did	not	deny	that	the	

use	of	DVFx	can	at	least	increase	the	creative	impact	of	a	film,	but	the	creativity	

value	should	be	placed	on	the	story	and	narrative.	He	added:	

	

You	can	do	a	lot	of	movies	if	you	know	the	geography	well,	at	the	same	time	
you	put	a	good	storyline,	the	audience	is	attracted	to	it.	Too	much	CGI	is	too	
much,	it	should	not	be	too	much.	So	let’s	put	in	the	minimal.	It	is	there.	It	is	
good.	It	is	in	the	creative	element,	I	strongly	agree	on	that	but	not	on	the	
element	of	being	very	creative,	because	too	creative	in	the	CGI,	you	miss	out	
the	story.	

	

Respondent	INDG3	argued	that	most	Indian	movies	lack	DVFx	technology	and	

only	a	handful	of	directors	in	India	tend	to	use	it	as	a	trademark.	INDG3	said:	

	
Indian	movies,	they	do	not	use	a	lot	of	CGI,	right?	It’s	based	on	the	director	
and	also	budget,	as	one	of	the	directors,	the	only	director	that	uses	a	lot	of	
CGI	is	Shankar.	He’s	the	one	always	like	any	film	that	he	takes	should	have	
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the	CGI	elements.	Like	Indirand	1	&	2.	Part	2	is	still	in	process.	So	the	other	
directors	they	do	not	focus	on	using	the	CGI	in	their	films.		

	

Consequently,	the	findings	in	this	section	show	that	the	factor	of	modernity	and	

DVFx	technology	has	led	to	changes	in	the	audience’s	taste	through	four	main	

factors:	movie	watching	pattern,	entertainment,	satisfaction,	and	creativity	in	the	

movies.	The	emergence	of	digital	platforms	such	as	Netflix	has	revolutionised	the	

way	they	watch	the	movie	as	digital	platforms	are	more	diverse	and	interactive.	

Informants	also	think	that	a	good	story	is	the	primary	factor	for	entertainment.	

They	also	find	that	international	DVFx	movies	provide	more	satisfaction	

compared	to	local	ones	due	to	the	advanced	and	creative	use	of	DVFx	technology.	

Finally,	most	informant	agrees	that	a	movie	using	DVFx	is	a	creative	movie	

because	DVFx	have	indirectly	developed	the	author-text-audience	relationship	

as	it	provides	the	power	of	‘control’	to	the	audience	(Cover,	2006).	

	

7.5.3	Genres	and	Generation	Gaps		

According	to	Fu	(2012),	previous	scholarly	studies	have	additionally	focused	on	

audiences	and	genre	selection.	Genre	preference	analysis	was	developed	from	

film	selection	analysis	specifically	to	measurement	audience	choices	based	on	

genre.	Analysis	of	this	component	has	adopted	a	useful	and	productive	approach	

in	explaining	the	nuances	in	content	taste.	Fu	and	Govindaraju	(2010)	state	that	

countries	that	are	culturally	closer	to	the	United	States	have	a	common	film-

specific	taste	with	the	community	there.	In	other	words,	global	spectators	who	

prefer	to	watch	Hollywood	rather	than	local	films	should	have	commonalities	in	

certain	aspects	with	Western	culture.	The	psychosocial	features	of	an	individual	

are	directly	related	to	their	selection	of	movie	genre.	From	the	trading	business	

environment	perspective,	audiences	with	different	cultures	will	necessarily	

choose	a	story	primarily	based	on	the	narrative	plot	and	the	film’s	theatrical	

form	rather	than	cultural	factors.	Also,	the	differentiating	factor	of	film	

production	level	is	also	likely	to	be	the	driving	factor	for	the	development	of	a	

new	audience	globally.	In	this	regard,	Bielby	and	Harrington	(2008)	introduced	

the	concept	of	‘cultural	specificity’	to	illustrate	the	type	of	content	that	can	

attract	audiences	to	the	true	meaning	of	culture.	
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The	study	by	Fu	(2012)	on	acceptance	of	genres	by	spectators	from	various	

countries	based	on	Hollywood	films	shows	that	national	audiences	with	a	similar	

culture	as	America	as	well	as	language	similarity	and	fluency	not	only	enjoy	the	

same	taste	in	choosing	Hollywood	films	but	also	have	similar	viewing	patterns	as	

American	audiences.	If	a	product	is	attractive	and	‘polysemous’	to	audiences,	the	

audience-viewing	patterns	will	correlate	with	a	cultural	point	of	view.	The	

tendency	towards	cultural	assimilation	is	also	part	of	the	cultural-globalization	

process,	which	means	cultural	convergence	and	style	acquisition	are	common	

consequences	of	globalization	(Fu,	2012).	It	is	therefore	not	surprising	that	there	

is	a	similarity	in	taste	among	global	spectators	because	of	the	homogenization	of	

global	tastes.	This	is	the	basis	of	the	process	described	as	globalization	or	

hybridization	that	affects	every	media	landscape	in	any	country	in	the	world.	On	

genre	selection	in	particular,	respondents	were	asked	about	their	film	selection	

based	on	genres	and	how	it	represents	their	tastes.	They	expressed	many	

different	positions	regarding	the	selection	of	genres	that	indirectly	represent	

their	current	taste.	According	to	respondent	BA1	from	Australia:	

	

I	think	my	favourite	is	probably	action	and	I	do	enjoy	psychological	films.	I	
like	action	because	it’s	easy	to	watch	and	because	it’s	Australian	film.	I	
watch	film	from	other	countries	and	probably	Indian	and	not	from	other	
countries	because	I	am	Australian	and	we	are	not	into	culture.	

	

Respondent	BA2	agreed	with	respondent	BA1’s	view,	stating	that	action	is	the	

most	popular	genre	of	Australian	audiences.	According	to	BA2:	

	

Action	is	probably	the	most	common	genre	in	Australian	audiences.	
Sometimes	I	watch	independent	movies	locally	made	by	Australians	but	not	
often.	

	

Respondent	GA3	stated	that	the	main	reason	why	audiences	in	Australia	

preferred	the	action	genre	is	the	fact	that	the	genre	can	be	easily	understood	by	

viewers,	especially	those	from	Western	cultures.	According	to	GA3:	
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It	is	simple	and	satisfying.	Easy	to	receive	rather	than	taking	too	much	I	
think.	I	think	it	is	because	of	the	Western	culture	in	general.	Mostly,	I	think	
it	is	quite	a	satisfaction	rather	than	a	complicated	concept,	but	that	is	the	
general	gist	of	it.	

	

The	findings	from	Australian	respondents	show	that	they	are	interested	in	the	

action	genre	based	on	their	commonalities	with	Western	culture.	This	situation	

relates	to	the	concept	of	ethnocentrism.	Based	on	Sumner	(1906),	ethnocentrism	

refers	to	an	individual	seeing	his	or	her	group	culture	as	the	prevailing	norm.		

There	is	a	difference	between	cultural	proximity	and	ethnocentrism.	

Ethnocentrism	has	a	tendency	rejecting	out-group	that	are	culturally	dissimilar	

while	accepting	a	similar	culture	(Sumner,	1906).	In	other	words,	highly	

ethnocentric	consumers	will	appreciate	local	products	more	than	foreign	

products.	One	respondent	from	Malaysia	showed	a	diversity	of	tastes	in	terms	of	

genre	selection.	However,	in	general,	the	findings	show	that	respondents	are	

interested	in	films	that	have	a	strong	storyline	and	provide	a	positive	message	to	

audiences.	According	to	respondent	BM5:	

	

I	prefer	the	movie	based	on	a	true	event	and	a	heavy	movie.	I	like	a	movie	
that	makes	us	think.	That	is	the	genre	I	like,	and	I	prefer	to	go	to	the	cinema	
for	the	movie	that	leaves	us	with	a	message	or	makes	me	think	about	the	
movie.	

	

Respondent	GM3	had	similar	tastes,	stating	that	he	was	also	interested	in	

Malaysian	films	produced	by	Chinese	filmmakers.	According	to	him:	

	

Sometimes	I	like	Malaysian	film	produced	and	directed	by	Chinese	such	as	
The	Journey.	They	[Chinese	filmmakers]	love	to	produce	an	inspired	movie	
which	is	we	do	not	have	it	in	Malay	movies.		

	

However,	some	respondents	assume	that	the	generation	gap	is	also	a	factor	in	

the	different	tastes	of	film	audiences	especially	movies	involving	DVFx.	Media	

studies	using	generational	components	is	another	area	of	research	involving	

audiences.	Bolin	and	Skogerbo	(2013)	state	that	there	are	differences	between	

age	and	generation	factors	in	audience	research.	Most	media	studies	tend	to	use	
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age	and	generation	factors	to	study	the	relationship	between	media	usage	and	

trend	consumption.	According	to	Bolin	and	Skogerbo,	age	refers	to	an	individual	

characteristic	while	generation	refers	to	a	relationship	to	a	diversity	of	aspects	

such	as	age,	experience,	lifestyle	and	media	usage.	Furthermore,	most	audience	

studies	also	focus	on	how	digital	media	and	technology	usage	impacts	on	

different	social	groups	or	age	groups.	Generally,	age	is	often	used	as	a	variable	in	

studies	involving	different	audience	segments	and	profiles,	while	generation	is	

often	used	to	refer	the	characteristics	of	a	person	born	in	certain	decades	as	well	

as	the	characteristics	of	that	generation’s	media	behaviours	within	a	particular	

society.	

	

According	to	Woodman	and	Wyn	(2015),	the	concept	of	generation	emerged	

from	the	sociological	tradition	introduced	by	Mannheim	(1923),	which	put	

social,	generational	dynamics	together	with	the	interaction	of	social	conditions	

and	individual	subjectivity.	Through	this	perspective,	generation	can	be	an	

indicator	of	social	dynamics	such	as	gender	and	class,	which	in	turn	form	a	

paradoxical	pattern,	and	consequently,	the	transformation	of	tastes	among	

audiences	can	be	judged	by	looking	at	the	generation	factor.	Also,	the	use	of	

media	products	is	very	closely	related	to	the	development	of	generations	and	

cultural	experiences	such	as	DVFx	movie	viewing	experiences	in	cinemas.	For	

instance,	radio	and	VHS	tape	recordings	were	very	familiar	in	the	1990s.	Hence	it	

is	unlikely	that	DVFx	technology	is	seen	as	significant	by	older	audiences.	

Reception	of	technology	and	media	content	is	generally	in	line	with	the	

formative	years	of	one’s	youth	and	thus	media	experience	can	be	based	on	

generations	(Gumpert	&	Cathcart,	1985).	This	means	that	the	generation	born	

after	the	advent	of	DVFx	technology	is	likely	to	receive	the	technology	more	

enthusiastically	and	experience	more	gratification	from	a	spectacular	movie	than	

the	previous	generation.	

The	findings	from	the	respondents	indicated	that	they	had	no	problem	receiving	

films	using	DVFx.	Respondents	from	Malaysia	stated	that	they	admired	and	

enjoyed	watching	those	films.	Most	of	them	expressed	excitement,	such	as	

respondent	BM2:	
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I	watched	Deadpool,	and	it	was	amazing	to	know	how	they	use	the	DVFx.	It	
is	different	from	what	we	see	on	the	screen	compared	to	what	we	see	the	
process	behind	the	screen.	I	do	not	believe	it	because	it	looks	real.	
	

Respondent	GM1	also	feels	excited	when	watching	movies	using	DVFx.	According	

to	her:	

	

I	watched	Guardians	of	the	Galaxy,	and	it	was	gratifying	and	fun.	It	was	so	
attractive	especially	when	I	saw	the	visual	effects;	it	is	a	wow	moment.	I	
cannot	think	how	they	do	it.	I	felt	like	I	am	in	the	universe	even	though	I	
knew	it	was	just	visual	effects.	It	is	different.	

	

However,	respondents	conceded	that	there	are	different	levels	of	acceptance	

among	different	generations	such	as	family	members.	Respondent	INDG1	

assumes	that	this	is	due	to	each	generation’s	expectations	about	realism	

presented	by	DVFx	in	a	film.	He	took	an	example	of	an	Indian	film,	Kojadia,	that	

uses	3D	elements.	Although	it	had	an	outstanding	cast	spanning	several	

generations,	the	film	did	not	get	a	great	response.	INDG1	explained:	

	
For	me,	it	is	based	on	how	we	take	the	reality	...	but	then	the	movie	has	
flopped	even	in	India	as	well.	He	is	a	famous	actor,	he	has	many	fans,	but	
then	the	movie	flopped	because	I	think	maybe	for	teenagers	they	love	to	
watch	DVFx	movie	but	for	our	family	members	they	may	be	not	interested	in	
watching	that	kind	of	movie.	New	thing	for	them.		

	

Respondent	INDG1	also	stated	that	the	difference	in	acceptance	is	probably	due	

to	each	generation’s	knowledge	and	experience.	Most	young	people	know	what	

is	meant	by	film	technology	terminology	such	as	3D,	CGI	and	so	forth	but	that	

may	not	be	the	case	for	other	generations:	

	

For	us,	we	learn	what	3D	is,	what	is	animation,	what	is	CGI	but	then	for	our	
parents	it	is	maybe	a	new	thing	for	them	but	they	are	less	interested	to	
know	about	it.	
	

Unlike	those	from	India,	respondents	from	Malaysia	believe	that	the	level	of	

acceptance	of	DVFx	does	not	vary	significantly	by	generation.	According	to	

respondent	BM4:	
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my	mum	said	that	was	a	computer	generated.	What	I	mean	is	that	even	my	
mother	with	no	education	background	about	CGI	or	film	study,	she	knew	
that	it	is	a	computer	generated	and	it	is	a	CGI,	and	that	is	not	real.	It	is	a	
failure.		
	

Based	on	these	findings,	poor	DVFx	usage	can	be	detected	by	people	from	

different	generations	and	is	an	aspect	of	realism	that	the	older	generation	cannot	

accept.	This	also	caused	those	generations	to	consider	that	weak	DVFx	usage	can	

make	a	whole	movie	a	failure.	

	

7.6	Conclusion	

In	general,	the	findings	show	that	taste	among	specialist	and	general	audience	is	

a	typical	representation	of	society.	Gans	(1966)	described	this	situation	as	‘taste	

culture’.	According	to	Gans,	taste	culture	is	the	diversity	of	information,	art	and	

entertainment	that	have	been	chosen	by	the	community.	Every	taste	culture	

serves	a	public	taste	where	the	community	describes	the	content	of	the	culture	

that	is	desirable.	Gans’s	standpoint	(1966)	is	parallel	to	Bourdieu’s	position	that	

public	tastes	are	influenced	by	the	class	and	the	educational	background	of	an	

audience.	Bourdieu	(1984)	also	believes	that	audiences’	tastes	also	depend	on	

the	system	offering	film	products	to	the	public.	Any	changes	in	the	supply	system	

will	also	affect	the	transformation	of	the	taste.		

	

As	mentioned,	measuring	the	change	in	the	audience’s	tastes	can	be	seen	to	be	

based	on	class	factors.	According	to	Bourdieu	(1984),	cultural	excursions	and	

cultural	activity	will	be	defined	as	a	class.	Based	on	the	findings	of	the	study,	

technological	change	has	placed	respondents	in	a	'new'	class	when	their	cultural	

activity	of	film-watching	is	no	longer	dependent	on	the	conventional	way	of	

viewing	cinema	but	has	shifted	to	digital	platforms.	Also,	most	of	the	

respondents	were	university	students	at	the	national	level	and	could	be	

categorised	as	middle-class	audiences	as	they	have	intellectual	knowledge	in	the	

dominant	class.	Thus,	the	future	of	this	study	can	be	expanded	to	other	classes	of	

audience.	
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The	findings	also	show	that	most	respondents	relied	on	legitimate	taste,	which	is	

created	based	on	professional	judgment.	This	finding	confirms	the	truth	of	

DiMaggio	and	Mukhtar's	(2004)	statement-	that	high	culture	in	the	audience	is	

characterised	by	a	tendency	to	be	judged	by	critics.	The	respondents	also	used	a	

trailer	to	guide	their	taste	in	a	movie.	However,	some	respondents	belong	to	the	

popular	taste	of	the	audience	who	select	art	devalued	by	popularisation	

(Bourdieu,	1984).	In	the	aspect	of	habitus,	based	on	the	findings	of	this	study,	

there	is	clear	interaction	between	the	three	elements	discussed,	namely	social	

class	and	cultural	proximity,	modernity	and	DVFx	technology,	and	genres	and	

generation	gaps,	in	shaping	and	transforming	the	tastes	of	the	audience.	

However,	there	is	still	ambiguity	about	how	to	determine	good	taste	and	bad	

taste,	especially	regarding	using	DVFx	technology	in	film	production.	The	people	

who	have	the	power	to	determine	‘good	taste’,	consisting	of	experts	in	the	field	

and	the	industry,	such	as	critics,	editors,	academics,	curators	and	directors,	may	

define	audiences’	changing	tastes.	All	of	them	are	also	known	as	gatekeepers.	

The	development	of	media	technology	also	shapes	the	media	system	in	different	

countries,	so	there	are	practical	advantages	of	cross-nation	analysis	(Bolin	&	

Skogerbo,	2013).		

	

Evolving	technology	has	clearly	affected	the	transformation	of	taste	especially	

among	youngsters,	which	in	turn	leads	to	a	tendency	to	be	interested	in	specific	

genres	such	as	action	and	sci-fi.	Hence,	the	changing	tastes	of	the	audience	

depend	heavily	on	the	magical	display	on	the	screen	through	the	creative	

touches	of	the	production	team.	The	use	of	technology	such	as	DVFx	indirectly	

opens	the	opportunity	for	filmmakers	to	attract	audiences	to	the	cinema,	in	

addition	to	other	attractions	such	as	narrative	and	storyline.	
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CHAPTER	8	

	

CONCLUSION	
	
8.1	Introduction	

To	answer	the	research	question,	this	thesis	has	illustrated	how	DVFx	impacts	

creative	industries	in	four	main	ways:	usage	trends,	techno-creativity,	narrative	

techno	enhancement	and	audiences’	changing	taste.	The	first	is	usage	trends.	In	

chapter	four,	the	analysis	of	DVFx	trends	in	Malaysia,	India	and	Australia	showed	

the	great	potential	of	the	future	film	industry	despite	each	country	having	

different	experiences	and	capabilities.	Secondly,	the	main	contribution	of	this	

research	was	discussed	in	chapters	five	and	six,	which	considered	techno-

creativity	and	narrative	techno-enhancement.	Chapter	five	showed	how	DVFx	

have	served	as	a	tool	for	techno-creativity	via	the	use	of	creative	support	tools	

(CST)	to	produce	digital	visuals	in	a	film.	Thirdly,	the	discussion	in	chapter	six	

has	shown	that	DVFx	have	two	implications	for	narrative,	either	as	a	tool	for	

enhancement	or	as	a	distraction	from	the	storyline.	Finally,	in	chapter	seven,	

modernity	and	DVFx	technology	were	discussed	as	factors	that	lead	to	the	

transformation	of	audience	tastes.	

	

At	the	macro	level,	the	most	obvious	transformation	is	the	existence	of	‘co-

evolution’	resulting	from	the	DVFx	industry	crossing	the	geographical	

boundaries	of	each	country.	Co-evolution	also	enables	cooperation	and	

interaction	between	creative	industries	in	different	countries	to	be	developed	

through	technology	transfer	and	expertise	primarily	in	the	field	of	DVFx	(Berg,	

2015).	Thus,	transfer	of	technology	and	expertise	has	contributed	to	the	

development	of	techno-creativity	among	industry	players	through	the	creation	

of	creative	support	tools	(CST)	such	as	high-quality	visual	effects	software.	

	

DVFx	have	also	had	an	impact	on	the	internationalization	of	film	culture	as	well	

as	the	creation	of	new	tastes	amongst	audiences.	The	study	also	indirectly	has	
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touched	on	the	aspect	of	technology	affordance,	which	explores	the	relationship	

between	user	perceptions,	attitudes	and	expectations	as	the	key	elements	and	

theoretically	explains	how	humans	react	to	technology.	Affordance	has	become	a	

central	analytical	tool	in	science	and	technology	as	well	as	communication	

studies,	which	have	the	capacity	to	identify	technology	as	efficacious,	without	

falling	prey	to	technological	determinism	(Davis	&	Chauinard,	2016).	

	

8.2	Research	Aims	and	Achievements	

In	response	to	the	overarching	research	question	of	how	the	globalization	of	

technology	influences	creative	narrative	and	digital	visual	presentation,	the	

following	three	research	aims	have	been	answered:	

	

i. To	compare	DVFx	usage	trends	in	Malaysia,	India	and	Australia	

	

The	analysis	revealed	that	each	country	has	the	expertise,	creativity	and	

potential	to	continue	to	advance	their	DVFx	industry.	DVFx	still	dominate	the	

adventure,	action	and	sci-fi	film	genres.	However,	it	is	undeniable	that	DVFx	are	

also	utilized	in	non-technology-friendly	genres	such	as	drama	and	romance.	This	

research	found	that	the	trend	of	DVFx	usage	in	action	films	has	the	potential	to	

enhance	a	film’s	competitiveness	in	the	global	market,	or	simply	to	enter	the	

international	market,	as	the	genre	attracts	audiences	(Purse,	2011).	This	trend	is	

also	probably	due	to	demand	from	audiences	who	are	more	likely	to	be	

interested	in	action-based	films	than	other	genres.	However,	the	use	of	DVFx	

based	on	audience	demand	trends	should	be	balanced	with	the	narrative	aspect	

and	plot	arrangement	in	a	movie	production.	

	

For	instance,	some	of	the	Malaysian	films	studied	here	have	a	weakness	in	their	

narrative	and	plot	arrangement,	while	the	DVFx	usage	trend	in	India	and	

Australia	shows	the	domination	of	the	action	genre	in	terms	of	the	use	of	

narrative	and	DVFx.	Purse	(2011)	described	this	as	giving	primacy	to	spectacle	

over	narrative,	where	most	action	genre	movies	using	DVFx	are	trapped	within	

the	commercial	framework	rather	than	the	aesthetic	when	the	production	
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process	of	a	film	took	place.	Hence,	filmmakers	should	balance	the	demand	for	

and	use	of	DVFx	to	ensure	the	best	quality	of	the	resulting	film.	

	

Also,	the	findings	show	that	DVFx	are	used	for	three	main	functions,	as	suggested	

by	Venkatasawmy	(2012):	the	construction	of	‘fantasy’,	creative	simulations	and	

narrative	support,	and	visual	enhancement	and	correction.	These	three	countries	

show	varying	quality	and	levels	of	DVFx	by	genre	and	movie	narrative.	Visuals	

generated	through	DVFx	include	the	creation	of	characters,	props,	multitudes,	

background	and	foreground,	and	creative	simulations	such	as	action,	disaster,	

and	spectacular	compositions.	Hence,	as	a	whole,	the	trend	of	DVFx	usage	

between	Malaysia,	India	and	Australia	is	quite	similar	as	it	is	in	line	with	global	

market	demands.	This	first	research	objective	has	shown	that	technology	

affordance	has	an	impact	on	trends	and	the	similar	use	of	DVFx	in	all	three	

countries.	

	

ii. To	explore	how	DVFx	serves	as	both	techno-creativity	and	techno-

enhancement	in	the	narrative	

	

DVFx	functions	as	a	device	of	techno-creativity	in	two	main	areas,	which	are	

ideation	and	implementation.	These	two	aspects	involve	using	DVFx	as	a	tool	for	

transforming	the	ideas	and	the	imagination	of	a	filmmaker	into	a	reality	on	the	

screen.	In	other	words,	DVFx	have	acted	as	creative	support	tools	(CST)	to	

increase	techno-creativity	especially	in	the	area	of	visual	presentation.	Techno-

creativity	can	also	be	used	as	a	measure	to	analyse	and	understand	the	creativity	

aspect	of	film	and	other	media	productions	based	on	the	overall	operation	of	the	

systems	view	of	creativity.	Techno-creativity	among	creative	industry	players	

also	engages	the	appeal	of	the	digital	humanity.	These	findings	are	consistent	

with	the	argument	of	Muller	and	Ulrich	(2013)	that	the	critical	aspect	to	be	given	

attention	in	this	area	of	creativity	is	the	clashes	between	two	different	identities,	

which	are	humanity	and	technology.	Also,	this	finding	is	in	line	with	Miller	and	

Sinanan’s	(2014)	theory	of	attainment,	which	states	that	technology	should	not	

change	humanity	while	at	the	same	time	it	can	make	us	more	human.	Technology	
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should	serve	as	a	tool	and	opportunity	that	can	foster	the	development	of	a	

creative	industry	that	can	positively	react	to	technology	affordance.	

	

In	addition	to	techno-creativity,	DVFx	has	also	had	an	impact	on	creativity	in	

narrative	presentation.	However,	the	use	of	DVFx	in	a	film	narrative	can	also	be	

an	indicator	of	the	technological	advances	adopted	by	a	film	production	team.	

This	study	has	shown	that	there	are	two	possible	consequences	of	using	DVFx	

for	narrative	presentation,	which	are	enhancement	and	distraction.	The	analysis	

has	found	that	DVFx	functions	as	narrative	techno-enhancement	based	on	

features	that	enable	narratives	and	storytelling	presentations	to	be	performed	

digitally.	The	strengths	of	a	movie	are	based	on	the	power	of	the	story	delivered,	

and	DVFx	should	serve	as	a	balanced	element	that	helps	the	storytelling	through	

the	digital	visualization	process.	

	

An	imbalance	in	the	use	of	DVFx	can	lead	to	distraction	and	failure	to	deliver	

meaning	to	audiences.	The	use	of	special	effects	such	as	DVFx	in	narratives	also	

requires	proper	balance	to	ensure	that	the	film	looks	genuinely	‘special’	

(McClean,	2007).	DVFx	should	be	responsible	for	narrative	enhancement	rather	

than	narrative	distraction.	Hence,	DVFx’s	failure	as	a	narrative	enhancement	tool	

also	indirectly	causes	failure	in	digital	narrative	presentations	that	should	be	

interactive.	The	situations	in	which	people	use	technology	will	be	a	factor	that	

determines	the	development	of	the	core	technology	and	thus	forms	the	

affordance	of	the	future.	As	Cover	(2015)	stated,	digital	communication	and	

digital	cultures	will	lead	to	changes	in	authorship,	co-creativity	in	the	production	

of	texts	through	the	creation	of	new	ideas,	and	changes	in	the	nature	and	role	of	

audiences.	

	

iii. To	analyse	audiences’	changing	tastes	regarding	DVFx	spectacular	

elements	

	

The	analysis	in	this	section	reflects	the	framework	introduced	by	Bourdieu	

(1984),	which	states	that	three	factors	that	influence	audiences	are	class,	social	

structure	and	education	level.	However,	the	analysis	in	this	thesis	has	
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emphasized	the	factor	of	class,	influenced	by	the	concepts	of	habitus	and	cultural	

capital.	The	research	also	found	that	there	are	two	difference	types	of	taste,	

which	is	the	taste	of	professionals,	known	as	popular	culture,	and	also	audiences’	

tastes,	known	as	popular	taste.	These	tastes	have	been	evaluated	based	on	the	

analysis	of	social	class	and	culture	proximity,	DVFx	modernity	and	technology,	as	

well	as	genres	and	generation	gaps.		

	

The	analysis	of	social	class	and	cultural	proximity	showed	a	significant	difference	

in	taste	from	industry	and	audience	perspectives.	The	industry	believes	that	the	

use	of	DVFx	is	also	guided	by	economic	factors	such	as	the	cost	savings	through	

technology	and	profits	made	by	production	companies,	while	audiences	have	

shifted	their	tastes	to	the	international	film	industry	rather	than	the	local.	The	

analysis	of	modernity	and	DVFx	technology	produced	interesting	findings,	

especially	the	audience’s	changing	movie-watching	behaviour.	Digital	media	

platform	streaming	through	applications	on	the	Internet	such	as	Netflix	provides	

a	new	and	more	interactive	viewing	experience	than	watching	movies	in	

cinemas.	Besides,	the	respondents	argued	that	entertainment	is	the	predominant	

factor	in	their	choice	to	watch	films	that	have	DVFx	elements.	The	final	analysis	

also	described	the	changing	tastes	of	audiences	for	movies	with	DVFx	elements,	

and	the	influence	of	genres	and	the	generation	gap,	in	particular	for	action	genre	

movies.	The	younger	generation’s	familiarity	with	technology	also	contributes	to	

this	changing	taste	among	respondents.		

	

8.3	Research	Limitations	and	Suggestions	

This	research	had	several	limitations	that	need	to	be	considered	to	improve	

future	research.		

	

i. This	research	only	looked	at	DVFx’s	influence	on	creativity,	narrative	and	

audience	in	three	countries.	Future	studies	can	expand	to	international	

flows	of	DVFx	among	more	countries.	According	to	Iordache,	Audenhove	

and	Liosen	(2018),	although	the	field	of	international	flow	of	media	and	

communications	is	still	a	newly	explored	area,	new	strands	of	theory	

generated	by	media	economics,	cultural	globalization,	and	media	
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innovation	will	make	an	advantageous	contribution	to	academia	and	the	

industry	primarily	involving	aspects	of	expertise	and	knowledge	sharing	

within	the	DVFx	field.		

	

ii. Research	involving	the	industry	should	be	closely	linked	to	research	on	

the	creative	industries’	impact	on	the	economy.	One	limitation	of	this	

study	is	it	did	not	assess	more	deeply	the	impact	on	the	economic	sector,	

as	the	focus	was	on	the	field	of	media	and	communication	studies.	The	

economic	impact	is	an	excellent	research	focus	to	consider	as	the	

technology	and	tools	might	be	amazing	to	explore	but	emphasis	should	

also	be	given	to	the	economic	process	and	stakeholders	inherent	in	the	

phenomenon	as	they	are	faced	with	the	rapid	development	of	industries	

like	DVFx.		

	

iii. This	research	sampled	a	limited	number	of	films,	and	research	on	the	

dynamics	of	changing	DVFx	usage	trends	would	need	to	involve	a	longer	

period	such	as	decades.	The	study	only	focused	on	movies	from	2011	to	

2015	and	did	not	include	animated	movies.	The	quantity	of	the	analysed	

films	could	be	increased	as	well	as	the	variety	of	genres	to	enhance	the	

findings	of	further	research.		

	

iv. This	study	also	touches	on	interactivity	and	its	relationship	with	digital	

narrative	and	audiences.	However,	this	study	did	not	focus	on	the	element	

of	control	in	interactivity.	According	to	Cover	(2006),	the	control	element	

in	interactivity	is	required	as	it	is	one	of	the	measures	to	control	the	

spread	of	new	digital	forms	and	prevent	the	misapplication	of	intellectual	

property	and	integrity.	Hence,	it	is	proposed	that	future	studies	should	

focus	on	interactivity	control	elements,	primarily	involving	creative	

content	such	as	DVFx	movies	or	series.	

	

8.4	Contribution	

This	section	will	demonstrate	the	contribution	of	this	research,	both	to	the	

academic	field	of	media	and	communications,	as	well	as	the	practical	aspects.	
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8.4.1	Academic	Contribution	

This	study	has	contributed	towards	the	study	of	creativity,	narrativity	and	

technology	affordance,	and	film	studies	especially	in	Malaysia,	India	and	

Australia.	The	following	are	the	academic	contributions	of	this	study:	

	

i. This	study	has	demonstrated	the	impact	of	communication	technology	on	

human	development,	social	change	and	transnational	media	especially	in	

the	creative	industries.	The	use	of	qualitative	methods	such	as	in-depth	

interviews	and	focus	group	discussions	has	successfully	closely	explored	

how	individuals	use	technology	for	the	betterment	of	humanity	and	for	

the	development	of	the	film	industry.	Creativity	in	human	beings	can	be	

enhanced	through	technology	if	an	individual	has	the	wisdom	and	

economic	means	to	use	ever-expanding	technology	skills	such	as	the	

evolution	of	creative	support	tools.	

	

ii. This	study	has	added	a	new	dimension	to	the	corpus	of	technology-based	

creativity	theory.	The	systems	view	of	creativity	introduced	by	

Csikszentmihalyi	focused	on	the	creativity	aspect	of	three	primary	

systems:	individuals,	domains	and	fields.	This	study	has	developed	the	

study	of	the	individual	system	to	another	level.	There	are	two	additional	

elements	to	the	analysis	of	the	findings	of	this	study,	namely	ideation	and	

implementation.	Ideation	and	implementation	are	two	areas	where	

individual	creativity	has	been	developed	through	the	use	of	creative	

support	tools	or	other	forms	of	technology	especially	in	the	process	of	

producing	visual	effects	movies.	Thus,	this	creative	process	is	called	

techno-creativity.	

	

iii. This	study	has	also	been	successful	in	providing	a	framework	for	

understanding	the	acceptance	of	DVFx	technology	and	film	creativity	by	

industry	players	and	film	audiences.	This	framework	has	provided	a	new	

perspective	on	technology	affordance	as	well	as	social	construction	

among	audiences.	It	is	aligned	with	Nagy	and	Neff’s	(2015)	use	of	
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imagined	affordance	as	a	balancing	concept	between	technological	

efficacy	and	agentic	subjectivity.	The	‘expectation’	factor	shows	the	

interrelation	between	acceptance	by	industry	players	and	by	audiences.	

	

iv. This	study	also	provides	a	new	dimension	to	interactivity.	Interactivity	

within	narratives	using	DVFx	will	tie	together	with	human-computer	

interaction	(HCI)	to	help	us	understand	how	humans	communicate	with	

interactive	media	(Wellington,	2016).	DVFx	serve	as	an	interactive	

narrative	tool	through	the	creation	of	a	digital	storyline	that	allows	

audiences	to	co-create	or	choose	a	narrative	as	they	wish.	This	statement	

is	in	line	with	Cover	and	Doak’s	(2015)	argument	that	the	interactive	and	

digital	nature	of	computer-mediated	communication	will	transform	the	

author-text-audience	relationship,	and	eliminate	the	boundaries	between	

the	content	creator	and	the	audience.	

	

8.4.2	Practical	Contribution	

The	next	set	of	contributions	relate	to	DVFx	industry	development.	Among	the	

significant	contributions	to	the	development	of	industry	and	society	are:	

	

i. Based	on	the	cross-country	comparison	between	visual	effects	industries,	

Malaysia	has	an	excellent	opportunity	to	be	a	digital	hub	for	DVFx	

technology	development	like	India	and	Australia	especially	in	the	

Southeast	Asian	market.	However,	priority	must	be	given	to	plans	to	

attract	capital	investment	in	the	country.	A	good	move	was	the	

introduction	of	the	Initiatives	of	Film	in	Malaysia	Incentive	(FIMI),	which	

provides	a	30%	rebate	on	any	production	using	post-production	facilities	

or	production	services	in	Malaysia.	This	initiative	is	similar	to	the	

initiative	introduced	by	the	Australian	government	through	Ausfilm,	

which	also	gives	the	same	rebate	to	external	productions.	This	initiative	

could	be	extended	to	Malaysian	state	governments	to	promote	creative	

industry	initiatives	and	encourage	economic	growth.	
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ii. Given	the	use	of	DVFx	is	synonymous	with	action	genre	films,	DVFx	serves	

as	an	entertainment	creation	tool	among	filmmakers,	producers	and	

audiences.	However,	DVFx’s	dependence	on	the	action	movie	genre	will	

only	have	a	subtle	impact	on	the	artistic	elements	and	values	in	a	film	that	

uses	DVFx.	Hence,	the	use	of	DVFx	should	be	extended	to	other	genres	of	

films	such	as	comedy,	drama	and	romance	or	even	TV	series	to	ensure	

diversity	of	DVFx	usage.	

	

iii. The	DVFx	industry	has	had	a	positive	impact	on	the	global	market	

especially	in	developing	countries	like	Malaysia	and	India.	Investments	in	

the	industry	are	particularly	bright	for	young	people	as	they	have	creative	

imaginations	and	energetic	thinking,	allowing	many	new	ideas	to	develop.	

Consequently,	more	creative	technology	courses	should	be	offered	either	

at	school	or	at	higher	learning	institutions.	Talent	development	should	

also	be	addressed	by	these	three	countries	to	ensure	that	qualified,	skilled	

workers	are	available	for	the	future	DVFx	industries.		

	

iv. The	use	of	DVFx	contributes	to	the	development	of	other	digital	

communication	mediums	and	platforms	such	as	Internet	fibre,	gadgets,	

smartphones,	tablets	and	virtual	reality	(VR)	and	augmented	reality	(AR)	

technology.	Also,	21st-century	audiences	are	a	generation	that	has	grown	

up	with	high-tech	communication	knowledge	and	access.	Thus,	this	

opportunity	opens	up	a	capacity	to	transform	the	DVFx	industry	to	a	

higher	level	since	consumers	now	have	high	literacy	in	the	media	and	

technology.	

	

v. Through	the	use	of	DVFx	technology,	the	film	is	no	longer	seen	as	an	

entertainment	element,	but	rather	as	a	cultural	extension	tool.	Audiences	

learn	to	respect	the	cultures	of	other	countries	outside	Western	culture.	

DVFx	need	to	be	seen	not	only	as	an	entertainment	tool	but	as	a	device	

that	purifies	the	film	aesthetic	and	values.	Film	should	not	depend	on	

DVFx	too	heavily	as	this	can	harm	the	values	and	artistic	integrity	of	the	

movie.	DVFx	can	be	used	as	a	tool	for	preserving	the	cultural	heritage	of	a	
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country	in	the	form	of	digital	data.	For	example,	legendary	actors	who	

have	contributed	to	a	country’s	film	industry	can	continue	to	appear	in	

films	through	body	scanning	technology	that	collects	individualized	face	

data	to	use	in	3D	applications.	

	

8.5	Conclusion	

Overall,	this	thesis	has	illustrated	how	research	on	technology	and	creativity	has	

contributed	to	opening	up	DVFx	as	a	field	of	study.	Based	on	its	technological	and	

creative	capacities,	this	study	has	shown	that	DVFx	can	provide	major	changes	in	

the	creative	process	of	film	production	through	the	concepts	of	techno-creativity	

and	narrative	techno	enhancement.	I	have	used	an	additional	approach	to	

methodology	and	practice	and	indirectly	made	improvements	to	the	theoretical	

approaches	used	primarily	in	the	systems	view	of	creativity	through	

internationalizing	the	data	set.	Comparative	analysis	can	have	an	impacted	on	

knowledge	and	practices	within	a	country	and	indirectly	creates	a	more	

competitive	environment	and	enhances	knowledge	transfer	in	film	technology,	

which	benefits	every	country.	Technology	will	continue	to	evolve	and	affect	all	

types	of	creative	and	non-creative	work.	Simultaneously,	the	way	we	interact	

with	and	use	this	technology	will	continue	to	transform	and	advance	in	the	

future.	

	

Through	this	research,	the	opportunity	to	meet	and	discuss	with	DVFx	experts	as	

well	as	filmmakers	in	Malaysia,	India	and	Australia	has	garnered	data	that	

considers	various	angles	and	dimensions.	The	comparison	in	this	research	did	

not	aim	to	differentiate	between	which	industry	is	more	advanced	and	powerful	

but	aims	to	help	each	industry	equally	through	the	development	of	new	

knowledge,	theory,	practice	and	products.	The	end	of	this	thesis	is	not	the	end	of	

my	connection	with	the	knowledge,	but	the	beginning	of	my	career	as	a	film	and	

communication	scholar	who	will	always	contribute	to	research	and	academic	

skills	in	the	film	industry	especially	in	Malaysia.	This	‘pain’	is	going	to	last	for	a	

while.	
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APPENDIX		A–	Participant	Information	Form	(PIF)	
	
 

Assoc. Prof. Rob Cover 
School of Social Sciences, M257 
The University of Western 
Australia 
35 Stirling Highway, Crawley WA 
6009 
Tel: +618 6488 4305 
Email: rob.cover@uwa.edu.au 
www.socialsciences.uwa.edu.au 

 
Participant Information Form 

 
Project title: Techno-Creativity VS Narrative Techno-Enhancement: 
Comparative Case Studies on the Usage of Digital Visual Effects (Dvfx) In 
Asia-Australia Countries 
 
Name of Researchers: Hasrul Hashim, Assoc. Prof. Rob Cover & Dr. 
Katarina Damjanov 
 
Invitation 
 
Dear,  
 
You are invited to participate in a project on Techno-Creativity VS Narrative 
Techno-Enhancement: Comparative Case Studies on the Usage of Digital 
Visual Effects (Dvfx) In Asia-Australia Countries. Thank you for your interest 
in this project. You are asked to take part in this project because of your 
expertise in the area of digital visual effects and film productions. 
 
Aim of the Study  
Specifically, this study aims to compare the usage and impact of DVFx among 
filmmakers in Malaysia, India, and Australia’s creative film industries to 
enhance creative storytelling and techno-creativity among production teams.  
 
What does participation involve? 
You will be interviewed in this study. The interview will be recorded on 
audiotape so that the project researchers can later accurately transcribe what 
has been discussed and apply data analysis to the information presented. The 
session will take around 30 minutes duration. You will be asked a series of 
questions about Digital Visual Effects (DVFx), creativity and the effects to the 
narrative/storytelling. You are free to comment on anything that seems 
significant to you. The location of your interview can be arranged based on 
your conformity and comfort.  
 
Voluntary Participation and Withdrawal from the Study 
Participation in this study is voluntary. Please note that you are free to take a 
break from the interview or discontinue the conversation at any point during 
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the session or without giving any explanation. You may also withdraw at any 
time, and there will be no consequences associated with your withdrawal.  
Your privacy  
Your confidentially will be respected all the time. All your answer will be used 
only by the researcher in the analysis of the data. Information from this project 
will be published, but your name and identifying details will not be employed in 
any publication arising out of the research without your consent. 
 
Your name and personal identifying details will remain confidential; a 
pseudonym will appear against your responses when the interview is 
transcribed, and when your replies are used in any report or other publication. 
Interview data and other information will only be accessed by the project 
researchers with access to password-protected files on a computer hard drive 
and removable USB device. 
 
The interviewer will provide you with this information letter at your interview to 
again read before signing a participant consent form. All research participants 
are entitled to retain a copy of any Participant Information Form and 
Participant Consent Form relating to this research project. 
 
Possible Benefits 
The study will lead to the greater understanding and insight to some practical 
institutions and real sources to form a connective system of digital 
representation for those countries.  
 
Possible Risks and Risk Management Plan 
There are no foreseeable risks associated with the research. 
 
Contacts 
If you would like to participate or discuss any aspect of this study, please feel 
free to contact Hasrul Hashim either by email 
(hasrul.hashim@research.uwa.edu.au) or on mobile +61 406 924676. 
 
Sincerely, 
Chief Investigator 

(ASSOC.PROF. ROB COVER) 
 
 
 
 
Approval to conduct this research has been provided by the University of Western Australia with 
reference number RA/4/1/8835, in accordance with its ethics review and approval procedures.  Any 
person considering participation in this research project, or agreeing to participate, may raise any 
questions or issues with the researchers at any time.  In addition, any person not satisfied with the 
response of researchers may raise ethics issues or concerns, and may make any complaints about this 
research project by contacting the Human Ethics office at UWA on (08) 6488 4703 or by emailing to 
humanethics@uwa.edu.au. All research participants are entitled to retain a copy of any Participant 
Information Form and/or Participant Consent Form relating to this research project. 
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APPENDIX	B	–	Participant	Consent	Form	(PCF)	
 
 

Assoc.	Prof.	Rob	Cover	
School	of	Social	Sciences,	M257	
The	University	of	Western	Australia	
35	Stirling	Highway,	Crawley	WA	
6009	
Tel:+61	8	6488	4305	 	
Email:	rob.cover@uwa.edu.au	
www.socialsciences.uwa.edu.au	

	
Participant	Consent	Form	

	
Project	title	–	TECHNO-CREATIVITY	VS	NARRATIVE	TECHNO-ENHANCEMENT:	

COMPARATIVE	CASE	STUDIES	ON	THE	USAGE	OF	DIGITAL	VISUAL	EFFECTS	(DVFx)	IN	
ASIA-AUSTRALIA	COUNTRIES	

	
	
	
I,	_____________________________________have	read	the	information	provided	and	any	questions	I	have	
asked	have	been	answered	to	my	satisfaction.	I	agree	to	participate	in	this	research	project,	
realizing	that	I	may	withdraw	at	any	time	without	reason	and	without	prejudice.	
	
I	 understand	 that	my	 participation	 in	 the	 interview	 involves	 the	 discussion	 of	 issues	with	 the	
researcher	that	are	of	a	personal	and	sensitive	nature,	and	that	 there	 is	 the	potential	 for	me	to	
feel	uncomfortable	or	upset.	However,	I	understand	that	I	can	decline	to	answer	any	question	I	
do	not	 feel	 comfortable	answering,	 and	 that	 I	 can	also	withdraw	my	participation	at	 any	 stage	
without	any	disadvantage	to	myself.		
I	 understand	 that	 all	 identifiable	 (attributable)	 information	 that	 I	 provide	 is	 treated	 as	 strictly	
confidential	and	will	not	be	released	by	 the	 investigator	 in	any	 form	that	may	 identify	me.	The	
only	exception	to	this	principle	of	confidentiality	is	if	documents	are	required	by	law.	
I	have	been	advised	as	 to	what	data	 is	being	collected,	 the	purpose	 for	collecting	 the	data,	and	
what	will	be	done	with	the	data	upon	completion	of	the	research.	
I	agree	that	research	data	gathered	for	the	study	may	be	published	provided	my	name	or	other	
identifying	information	is	not	used.	
	
Additional	notes	
	
!		I	agree	to	have	my	conversation	audiotaped.	
	
"	I	agree	to	be	photographed	and	/	or	videotaped		
	
	_________________________	 	 _______________	
	Participant	signature	 	 Date	
	
 
 
Approval to conduct this research has been provided by the University of Western Australia, in accordance 
with its ethics review and approval procedures. Any person considering participation in this research 
project, or agreeing to participate, may raise any questions or issues with the researchers at any time. 

In addition, any person not satisfied with the response of researchers may raise ethics issues or concerns, 
and may make any complaints about this research project by contacting the Human Ethics Office at the 
University of Western Australia on (08) 6488 3703 or by emailing to humanethics@uwa.edu.au 

All research participants are entitled to retain a copy of any Participant Information Form and/or Participant 
Consent Form relating to this research project.
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APPENDIX	C	–	Sample	Movies	Production	Details	
Source:	www.imdb.com	

Movie Budget Production VFx Company VFx 
Supervsiors 

Distributor 
Countries 

MALAYSIA      
Hikayat 
Merong 
Mahawangsa 
(28 
filmmakers) 

US$1.9m KRU Studios 
(Malaysia) 

- KRU Studios 
(Malaysia) 

- Yusry Abdul 
Halim 
(Malaysia) 
- Vardhikha 
Iriawan 
(Indonesia) 
- Wiyandi 
Widjaya 
(Indonesia) 

- United 
States 
- United 
Kingdom 
- Denmark 
- Singapore 
- Canada 
-Australia 
- Poland 

Tanda Putera 
(9 filmmakers) 

US$1.1m Pesona Pictures 
(Malaysia) 

- Geon Studios 
(India) 

- Asmita 
Bharrati 
(India) 
- Madhu 
Sudhanan 
(India) 

 

Seventh 
(9 filmmakers) 

 SKT Media & 
Entertainment 
Group 
(Malaysia) 
 

   

Cicak Man 3 
(8 filmmakers) 

US$0.8m Astro Shaw 
(Malaysia) 
Grand 
Brilliance 
(Malaysia) 
KRU Studios 
(Malaysia) 

- KRU Studios 
(Malaysia) 

- Kauser 
Ahmed (India) 
- Wiryandi 
Widjaya 
(Indonesia) 

 

INDIA      
Ra-One 
(709 
filmmakers) 

US$18m -Red Chillies 
Entertainment 
(India) 
- Eros 
International 
(India) 
- Prana Studios 
(US) 
- Prime Focus 
(India/UK) 
- Winford 
Production 
(India) 

- Alien Sense 
(India) 
- Artem (UK) 
- Eyeqube Studios 
(India) 
- Prime Focus 
(India) 
- Redchilies VFx 
(India) 
- Tyagi Guns & 
Special Effects 
(India) 

- Vishal Tyagi 
(India) 
- Ritesg 
Aggarwal 
(India) 

- France 
- Japan 
- India 
- Denmark 
 

Jal 
(65 
filmmakers) 

US$0.8m - Intermezzo 
Studios (India) 

-Alien Sense 
(India) 
-Intermezzo Studios 
(India) 

- Sandeep 
Kamal  (India) 
- Abhilash 
Nanda (India) 
- Siranjan Rath 
(India) 
 

 

Dhoom 3 
(364 
filmmakers) 

US$24m - CounterPunch 
Studios (US) 
- Curbside 
Films (US) 
- Yash Raj 

- Tata Elxsi Visual    
- Computing Lab 
(India) 
- Tyagi Guns & 
Special Effects 

- Vishal Tyagi 
(India) 
- Vishal Anand 
(India) 
- Monaj 

- France 
- Pakistan 
- Australia 
- Japan 
- Germany 
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Films (India) (India) Barhate (India) 
- Joel Hynek 
(US) 
 

- Peru 
- India 
 

Baahubbali: 
The Beginning 
(246 
filmmakers) 

US$23m - Arka 
Mediaworks 
(India) 

- Annapurna 
Studios (India) 
- Crative Art 
Concept (India) 
- EFX (India) 
- Firefly Creative 
Studio (India) 
- Indian Artist 
Computer Graphics 
(India) 
- Macrohraph 
(Korea) 
- Makuta (India) 
- Part 3 Digital Art 
Design (China) 
- Srushti VFx 
(india) 
- Tau Films (US) 
- United Soft 
(Uzbekistan) 
- iGene 
Entertainment 
(India) 

- Yovko 
Dogandjiiski 
(Bulgaria) 
- Shangeeth 
Sathyanathan 
(India) 

- UAE,  
- France  
 -Australia          
-,UK 
- Japan 
- US 
- Taiwan 
- Korea 
- Denmark 
- Uruguay 

AUSTRALIA      
Iron Sky US$8.2m - Blind Spot 

Pictures Oy 
(Finland) 
- 27 Films 
Production 
(Denmark) 
- New Holland 
Pictures 
(Australia) 
- Tuotantoyhto 
Energia 
(Finland) 
- Yleisradio 
(YLE) 
(Finland) 

- E.G.G.S 
(Denmark) 
- Energia 
Productions 
(Denmark) 
- Filmgate 
(Sweden) 

- Clint Ingram 
(Australia) 

- Russia 
- Singapore 
- Austria 
- Canada 
- US 
- Norway 
- Czech 
Republic 
-Slovakia 
- Ukraine 
- 
Kazakhstan 
- Hungary 
- Sweden 
- Japan 
- 
Switzerland 
- France 
- Denmark 
- Finland 
- UK  
- Lebanon 
- South 
Korea 
- Poland 
- Italy 
- Argentina 
- Israel 
- Netherland 
- Hong 
Kong 

The Great US$105m - Warner Bros Australia (animal - Jabin Dickins - Estonia 
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Gatsby 
(1378 
filmmakers) 

(US) 
- Village 
Roadshow 
Pictures (US) 
- A+E 
Networks (US) 
- Bazmark 
(Australia) 
- Red Wagon 
Entertainment 
(US) 
- Spectrum 
Films 
(Australia) 

logic, rising sun 
pictures, Iloura,Odd 
Studio, Total 
Measurement 
Solutions) 
-US 
(Sixteen19,Method 
Studios, Industrial 
Light & 
Magic,Prime Focus 
World) 
-UK (Baselblack) 

 (Australia) 
- Lloyd  
Finnemore 
(Australia) 
- Dan Oliver 
(Australia) 

- Lithuania 
- Venezuela 
- Portugal 
- Singapore 
- Hungary 
- 
Kazakhstan 
- Bolivia 
- Finland 
- UAE 
- Greece 
- Canada 
- Argentina 
- Belgium 
- France 
- Germany 
- Japan 
- 
Netherlands 
- Poland 
- UK 
- US 

Mad Max : 
Fury Road 
(1567 
filmmakers) 

US$150m - Warner Bros. 
(US) 
- Village 
Roadshow 
Pictures 
(Australia) 
- Kennedy 
Miller 
Productions 
(Australia) 
- RatPac-Dune 
Entertainment 
(US) 

- Illoura (Australia) 
- BlackGinger 
(South Africa) 
- Brave New World 
(US) 
- The Third Floor 
(US) 
- 4DMax (UK) 
- Method Studios 
(US) 
- Odd Studio 
(Australia) 
- Stereo D (US) 
- Tinsley Studio 
(US) 

- Dan Oliver 
(Australia) 
- Andy 
Williams (US) 

- US 
- Australia 
- Bulgaria 
- Nicaragua 
- Paraguay 
- Vietnam 
- Pakistan 
- Hungary 
- Russia 
- Portugal 
- New 
Zealand 
- Finland 
- Sweden 
- Greece 
- Malaysia 
- Philippines 
- Argentina 
- Belgium 
- Chile 
- France 
- Canada 
- Germany 
- Japan 
- Italy 
- 
Netherlands 
- Spain 
- Poland 
- Taiwan 
- UK  
- Russia 

	

	




