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ABSTRACT
For many decades, feature films and television series (FF/TV) have been used by
university lecturers across disciplines as instructional materials. The audio-visual,
narrative and affective qualities of FF/TV serve a range of learning objectives: they
provide emotional and cognitive engagement; illustrations of abstract concepts and
real-life phenomena; opportunities to develop critical thinking; and models for film
analysis and production. However, FF/TV are designed by entertainers to achieve
certain responses in viewers; thus when repurposed in teaching, FF/TV can have
unintentional effects on student learning. FF/TV integration in the classroom therefore
requires special attention.

This thesis asks how university lecturers can better utilise the potential of
FF/TV in their teaching. What do lecturers already know and do in this space, and in
what ways have institutions and academic developers been enabling the teaching
practices with FF/TV? What are the key considerations that lecturers need to know in
order to effectively integrate pre-made mass-consumed multimodal media content
and technologies such as FF/TV into their pedagogy? What training and teaching
evaluation resources would be useful to help transform lecturers from FF/TV users to
creators of FF/TV-enhanced knowledge?

The thesis opens with an exploration of the background context of using FF/TV
in university teaching that inspired this research. It then provides an explanation of the
theoretical underpinnings related to visual literacy and film literacy. This leads to a
discussion of relevant learning theories (Cognitive Load Theory, Dual Learning Theory
and the Cognitive Theory of Multimedia), followed by their pedagogical implications

and an outline of the TPACK model for designing effective teaching. Then, the thesis



discusses a mixed-methods research design which was conducted to answer the
research questions. The collection process started with website analysis of Australian
Group of Eight (Go8) universities to ascertain what academic development (AD)
training opportunities and resources were available to lecturers to learn how to use
multimodal media technologies in their teaching. This was followed by an online
survey and semi-structured interviews with lecturers at Australian universities. These
aimed to investigate lecturers’ current levels of awareness, knowledge and skills
related to FF/TV integration in teaching, as well as their access to institutional
guidance and support in this space. A total of 50 survey responses (from 21 disciplines)
and 18 interviews (from 8 disciplines) were analysed through the lens of cross-
disciplinary theoretical frameworks (e.g., visual and film literacy, cognitive load and
dual coding theories, TPACK) to identify the key themes regarding the pedagogical
integration of FF/TV into teaching.

Five results chapters report the research findings. The first of these discusses
merits and challenges when integrating FF/TV into teaching, establishing the
imperative of developing an effective pedagogy for using these materials. The second
results chapter investigates the current state of academic development related to
using FF/TV in university teaching; it demonstrates that institutions generally prioritise
risk management over assisting lecturers in the pedagogical integration of FF/TV and
should provide more targeted guidance and training for this teaching practice. The
third results chapter explores the knowledge and skills related to three types of
technology — film production, film delivery, film integration — which are often
overlooked in studies about teaching with FF/TV; it recommends that both lecturers

and institutions need to consider the relationships between technology, pedagogy and



disciplinary expertise in implementing any technological provision, integration or
change. The fourth results chapter provides a practical account of teaching with FF/TV,
from selection of materials and instructional design to delivery and assessment, in
order to demonstrate the complex decision-making required to achieve effective FF/TV
integration into teaching. The fifth results chapter discusses the importance of
evaluating teaching from multiple sources to accurately assess and improve the
effectiveness of pedagogies involving FF/TV.

The concluding chapter addresses the research questions by summarising and
discussing future implications of the research findings about formal training, engaging
with technologies, an emerging pedagogy to collecting and applying teaching
evaluation. Ultimately, this research raises our collective awareness about the
immense educational potential of FF/TV — both as instructional content and media
technology — that has been lying dormant within disciplinary boundaries and individual
limitations. The thesis asserts the pedagogical appeal of FF/TV by harnessing the
existing wealth of knowledge and experience about FF/TV in teaching to provide a
systematic research-informed guide for building a stronger foundation for pedagogies
involving FF/TV. This thesis shows that it is possible to carry forward the quality of

FF/TV-enhanced pedagogies across all disciplines and teaching levels.
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CHAPTER 1
INTRODUCTION

In our media-saturated and increasingly diverse society, feature films and television
series (FF/TV) are no longer confined to the realm of entertainment. The role of FF/TV
in formal education is expanding and thus demands more serious attention from
educators and institutions (Marquis, 2022). Despite institutions’ and policymakers’
reluctance to embrace film, educators across academic disciplines from HASS to STEM
have recognised the educational importance of FF/TV in the context of teaching visual,
multimedia and film literacy (Daly, 2004; Donaghy, 2019; Paran & Duncan, 2018).

In these previous studies, educators often cited student engagement, student
performance, student learning diversity, their own interest in FF/TV and the media’s
pedagogical merits as the main reasons for integrating FF/TV into their teaching.
Specifically, they described engaging a wide range of cognitive skills, including
remembering, critical thinking, creativity in problem-solving, perspective-taking,
decision-making, ethical learning and empathy training to developing multiliteracies
(Karasik et al., 2014; Donnelly, 2014; Djamaa, 2018; O’Boyle & Sandona, 2014;
Umanath et al., 2012; Verdis et al., 2021). They also reported encountering various
challenges in managing safe and effective student learning against FF/TV’s compelling
storytelling and special effects (Fleischer, 2018; Myers & Abd-El-Khalick, 2016), in
finding guidance, training and resources to help them optimise their teaching practice
(Andrist et al., 2014; Donnelly, 2014; Marquis et al., 2020; Peacock et al., 2018), or
managing time and effort to develop their pedagogies with FF/TV amid other busy
academic roles (e.g., Marquis et al., 2020; Masters, 2005; McAllister, 2015; Swimelar,

2013). Although these many studies were often small-scale and single-disciplinary,
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together they paint a picture of self-reliant and self-taught lecturers who, despite
limited support, have overcome challenges to integrate FF/TV into various teaching
components (e.g., instruction, learning activities, assessments), and teach their
disciplines multimodally.

This research used the combination of characteristics — narrative, audio-visual,
affective, mass-produced and consumed, entertainment-oriented (or fictional, as
opposed to non-edited objective recording of events) — as parameters to determine
feature films and television series (FF/TV) as the targeted scope of media for
investigation. While documentaries also fit into those parameters due to the blurry
distinction between fiction and non-fiction regarding falsehoods (Friend, 2021), the
research scope excludes documentaries for a more refined focus guiding the literature
review, as well as to avoid confusing participants — especially those without film
expertise — with controversies about definitions and ideologies at the expense of
pedagogy-related content.

This thesis harnesses this rich literature and provides a systematic and cross-
disciplinary investigation into the pedagogical integration of feature films and
television series (FF/TV). It first critically analyses a wide range of studies about the
use of FF/TV across academic disciplines to identify the key trends and patterns, as
well as what was missing in the literature. It then details three stages of data collection
conducted at Australian universities — website analysis, online surveys and semi-
structured interviews — to gain a holistic understanding of university teaching practices
that involve FF/TV. From this understanding, it develops a series of practical
recommendations to systematically improve the effectiveness of FF/TV integration in

university teaching.
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1.1. Thesis aims and scope
This thesis developed its framework for data collection based on the critical and
thematic analysis of multiple studies about FF/TV use in university teaching across a
wide array of disciplines. Examples include sociology (Andrist et al., 2014; Demarath,
1981; Scholz et al., 2014; Smith, 1973), history (Donnelly, 2014; Marcus, 2005; Marcus
et al., 2018; O’Connor, 1987; Stoddard & Marcus, 2010), economics (Diaz Vidal et al.,
2020; Vidal & Beekman, 2021), politics (Chang & Cryer, 2009; Hutton & Mak, 2014;
Kiasatpour, 1999; Swimelar, 2013; Valeriano, 2013), psychology (Bluestone, 2000;
Casper et al., 2003; Duckworth & Hoover-Suczek, 1976; Fleming et al., 1990; Searight &
Saunders, 2014), language teaching (Bonsignori, 2018; Kanellopoulou et al., 2019;
Thaler, 2014, 2017; Viebrock, 2016), geography (Ansell, 2002; Kenna & Waters, 2017
Sigler & Albandoz, 2014), business ethics (Berger & Pratt, 1998; Fisher et al., 2015;
O’Boyle & Sandona, 2014), medicine (Darbyshire & Baker, 2012; Karasik et al., 2014;
Master, 2005; Membrives et al., 2016; Poznanski, 2013; Recupero et al., 2021;
Wijdicks, 2019), and math (Burks, 2010; Reinhold, 1997; Reiser, 2015). Upon this
analysis, the thesis identified a lack of a cross-disciplinary investigation into what
constitutes effective integration of FF/TV in teaching and what kind of training or
resources lecturers need to achieve the optimal effectiveness of FF/TV-enhanced
pedagogies across disciplines.
The thesis aims to address that gap by seeking answers to three research

questions:

(1) What do lecturers already know and do in this space, and in what ways

have institutions and academic developers been enabling their teaching

practice with FF/TV?
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(2) What are the key considerations that lecturers need to know to effectively
integrate pre-made mass-consumed multimodal media content and
technologies such as FF/TV into their pedagogy?

(3) What training and teaching evaluation resources would be useful to assist
lecturers in optimising the integration of FF/TV into their pedagogy?

In doing so, it prioritises both preserving the uniqueness of each academic discipline
involved and identifying the fundamental requirements of effective teaching and
learning of knowledge and skills. With this goal in mind, three stages of data collection
were conducted at Australian universities: website analysis, a qualitative survey, and
semi-structured interviews.

The website analysis canvassed the most highly ranked institutions in Australia —
the Group of Eight (Go8) universities — to understand the general priorities of
universities in providing staff induction programs and academic development (AD)
opportunities for lecturers. The latter two stages of the research (the qualitative
survey and semi-structured interviews) expanded this scope to all universities in
Australia. The qualitative survey sought to identify the key patterns of demographics,
practices, challenges and suggestions for improvement from the lecturers themselves.
The semi-structured interviews built upon the results of the previous data collection
stages to invite more insightful, detailed and personalised elaborations on individual
lecturers’ experiences with pedagogies involving FF/TV.

Overall, the research offers a systematic organisation of pedagogical practices,
theoretical requirements, information sources, and skill training resources into
practical frameworks to assist lecturers in optimising a complex yet underestimated

teaching practice.
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1.2. Research significance

This research is the first of its kind to offer a cross-disciplinary primary investigation
into the practice of integrating FF/TV into university teaching. Up to this point,
academic research about the use of FF/TV in teaching — both primary and review
materials — has been mostly small-scale; initiated and reported by the teachers
themselves; and often published in a single discipline-based journal (e.g., psychology,
history, geography, language teaching) which are not as visible or accessible to those
outside that discipline. While the previous reviews offered useful insights into single-
disciplinary integration of FF/TV within their teaching practice, they tend to fail to
capture the interdisciplinary nature of the teaching practice (film studies, pedagogy,
student learning, and their own discipline), therefore failing to provide a
comprehensive explanation as for why certain pedagogies worked well or not with
FF/TV, how successes could be replicated and how challenges could be effectively
addressed.

This research offers a comprehensive discussion that brings together not only the
FF/TV-assisted teaching practices and experiences across different discplines and
teaching contexts, but also requirements and considerations across different teaching
phases (i.e., planning, delivery, assessment, teaching evaluation). Doing so seeks to
provide the full picture of various bodies of knowledge and skillsets that lecturers
would require in order to optimise their FF/TV integration and avoid or minimise
problems for student learning. Without this comprehensive awareness, lecturers risk
replicating multiple misuses of FF/TV in the context of education that have been
repeatedly found detrimental to student learning.

Towards enabling this comprehensive discussion, the thesis integrates a wide
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range of evidence-based theories and models from film and media studies, psychology,
cognitive science and educational research. The outcomes of such processes present
the underlying core ideas and principles that encompass good pedagogy with FF/TV,
which are then utilitised to develop practical and scalable frameworks, models and
resources aiming to guide future design and delivery of formal training (i.e., academic
or professional development) at universities. Additionally, these frameworks, models
and resources are scaffolded in this research in a way that potentially caters to more
diverse levels of awareness, skills and needs of all lecturers in active teaching duties.

Amid the rise of other education-friendly technologies such as Virtual Reality and
Augmented Reality, FF/TV remain an accessible, meaningful, relatable and diverse
source of materials that lecturers continue to employ in teaching. In the next sections,
this thesis will explore in-depth the merits of FF/TV in teaching and learning (i.e.,
student engagement, content visualisation, skills training and model for media analysis
and video/film production) and challenges of FF/TV pedagogy (i.e., FF/TV’s detrimental
effects, sourcing/preparing barriers, inadequate institutional support).

This research has the potential to turn the purposeful and powerful teaching
practices that FF/TV offer into a better-informed, well-supported and theoretically and
technologically grounded teaching method across disciplines at university level and

beyond.

1.3. Thesis structure

The thesis opens with an exploration of the background context of using FF/TV in
university teaching that inspired this research in and then demonstrates the need for
an interdisciplinary theoretical framework for the thesis. The following three chapters

detail these theoretical underpinnings: visual literacy and film literacy; learning
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theories (Cognitive Load Theory, Dual Learning Theory and the Cognitive Theory of
Multimedia and their pedagogical implications); and teaching theories (TPACK, Four
Quadrant model of teaching evaluation, Active Learning Cycle). The thesis then goes
on to explain the rationale behind its mixed-methods research design. The next five
result chapters discuss the merits and challenges of integrating FF/TV into teaching;
the current state of academic development related to using FF/TV in university
teaching; the knowledge and skills related to three types of technology — film
production, film delivery, film integration — which are often overlooked in studies
about teaching with FF/TV; a practical account of teaching with FF/TV, from selection
of materials and instructional design to delivery and assessment; and lastly, the
importance of evaluating teaching from multiple sources to accurately assess and
improve the effectiveness of pedagogies involving FF/TV. CHAPTER 1 -
INTRODUCTION

This thesis acknowledges the complexities of tackling an interdisciplinary teaching
practice both theoretically and practically. It brings together two separate entities of
film and higher education teaching.

CHAPTER 2 — RESEARCH BACKGROUND: FF/TV IN UNIVERSITY TEACHING
Understanding how the developments of film over time gradually became relevant to
the educational context is key to establishing the premise of the project. This chapter
provides an overview on the technological and ideological developments of
filmmaking, from which modern audio-visual and narrative characteristics of film
emerged. It then focuses on the affective dimension of film and the relationship
between emotion, cognition and learning to highlight the discursive significance of

filmmaking and film representations in the context of education. It then discusses the
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relationship between media and education to provide the background for the thematic
analysis of the multiple studies about FF/TV use in university teaching across
disciplines. This analysis is organised into three main themes: merits of FF/TV use,
challenges of FF/TV use, and different aspects of pedagogies with FF/TV.

CHAPTER 3 — VISUAL LITERACY THEORY AND FILM LITERACY

Visual literacy and film literacy emerged from Chapter 2 among the multiliteracies and
skills that lecturers seek to develop in students through learning with FF/TV. An
exploration of visual literacy and film literacy explains the engaging qualities and
educational potential of visual information. Together these theories identify the
language of FF/TV as a complementary knowledge system that we need to
acknowledge and understand before FF/TV can be effectively integrated into teaching.
CHAPTER 4 — LEARNING THEORIES AND THEIR APPLIED EFFECTS

Building on the discussion of how FF/TV can help students learn, we need to identify
the specific pedagogical issues that FF/TV integration must address. This chapter
explores Cognitive Load Theory, Dual Learning Theory and the Cognitive Theory of
Multimedia, alongside current studies on the role of emotion and motivation in these
theories. In addition, the discussion also expands to include some key effects
observed, namely the worked example effect, expertise reversal effect, redundancy
effect, modality effect and split attention effect, both in general and in the context of
FF/TV-assisted teaching.

CHAPTER 5 — TEACHING THEORIES AND MODELS

Besides supporting student learning with FF/TV-enhanced teaching, it is equally
important to support lecturers in developing effective pedagogies using FF/TV. Similar

to other media technologies, lecturers need to fully understand the merits and risks
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when integrating FF/TV into their own teaching contexts. This involves understanding
how FF/TV interacts with both the topic and the pedagogy, and the need for an
effective feedback loop that contributes to improving the teaching practice. This
chapter explores the Technological Pedagogical And Content Knowledge (TPACK)
model, as well as evaluating teaching with the Four Quadrant (4Q) model and the
Active Learning Cycle (ALC).

CHAPTER 6 — RESEARCH DESIGN/ METHODOLOGICAL APPROACH

This chapter details the research rationale for the mixed-methods approach used in
this thesis to guide the study’s data collection and analysis. Three stages of data
collection — website analysis, an online survey, and interviews — were conducted in the
pursuit of answers to the research questions.

CHAPTER 7 — DUAL MERITS AND CHALLENGES OF USING FF/TV IN TEACHING

This is the first of five results chapters presented in publication format. The current
status of each paper is stated at the beginning of each chapter.

Two Sides of a Coin: The Balancing Act of Repurposing Feature Films and TV Series for
Teaching

This chapter investigates the merits and challenges of using FF/TV in teaching
regarding four key aspects: student (over)engagement, (mis)information retention,
diversity/sensitivities accommodation, and communal/isolated learning contexts. It
uses data collected through the survey and semi-structured interviews. Analysing the
data from the perspectives of visual literacy, dual coding and cognitive load theories, it
becomes clear that the pros and cons of using FF/TV in teaching are in fact
interconnected, and the main role of the teacher is to balance these elements.
Practical suggestions for pedagogy are detailed throughout discussions.

CHAPTER 8 — ACADEMIC DEVELOPMENT ON PEDAGOGICAL USE OF FF/TV
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How Do University Lecturers Learn to Teach with Film? Formal and Informal Academic
Development

This chapter explores formal and informal avenues of academic development (AD) to
understand how lecturers learn to teach with film. A model of four key aspects is
proposed as a research outcome, detailing lecturers’ requirements and considerations
regarding teaching with FF/TV. These include (1) access to relevant technologies and
resources; (2) technological awareness and skills, including copyright; (3) knowledge of
film literacy (e.g., cinematography) and trigger warnings; and (4) pedagogical
knowledge related to FF/TV in disciplinary contexts.

CHAPTER 9 — TECHNOLOGICAL REQUIREMENTS FOR FF/TV INTEGRATION

The Role of Technological Knowledge in Pedagogical Integration of Film in Disciplinary
Teaching at Universities

This study utilises the Technological Pedagogical And Content Knowledge
(TPACK) model to analyse survey and interview data regarding lecturers’
familiarity with a range of concepts and skills related to film production,
delivery and integration technologies; methods of learning about technologies
that help optimise their FF/TV use; and institutions’ provision of, and support
in implementing, various technologies integral to teaching with FF/TV. A
modified framework is proposed to identify the pedagogical benefits of
effective teaching with FF/TV at universities.

CHAPTER 10 — DEVELOPING PEDAGOGIES WITH FF/TV

University Teaching and the Language of Film: Optimising Multimodal Pedagogies
through Film Literacy

This chapter analyses participants’ responses through the lenses of Film Literacy,
Cognitive Load and Dual Coding theories to address lecturers’ practical concerns when

repurposing FF/TV for teaching without formal training in this pedagogy. The findings
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present practical recommendations ranging from FF/TV selection criteria, supporting
materials and class activities, to different techniques of film screening and designing

instruction. The result is a framework to guide lecturers’ decision-making when using
FF/TV in their teaching.

CHAPTER 11 — TEACHING EVALUATION

‘Frankly, My Dear, | Do Give a Damn’ — Evaluation of Teaching with Feature Film and
Television Series at University

Through the lens of evaluation quadrangulation and action learning, this chapter
examines the advantages and shortcomings of various evaluation practices (e.g.,
observation, self-reflection, peer review, student evaluation of teaching surveys,
student assessment results and learning journals) used by university lecturers across
disciplines. The study identifies three key themes crucial to developing more
coordinated and effective evaluation practices as an integral part of teaching. These
include pedagogical considerations (e.g., curriculum/disciplinary requirements,
objectives of FF/TV use, associated learning activities); contextual considerations (e.g.,
student diversity in learning experience, lecturers’ motivations & perspectives); and
technical considerations (e.g., safety concerns/risk management issues, technology
choices).

CHAPTER 12 — CONCLUSION

This concluding chapter summarises the research and addresses the three research
questions. It situates the key findings in the current climate of higher education and
discusses their implications for future practices involving FF/TV in university teaching.
Practical recommendations are provided to individual lecturers, academic developers,
and institutions. These include three types of technologies related to FF/TV use

(production, delivery, integration); four pedagogical processes of teaching with FF/TV
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(selecting, preparing, screening, designing instruction); four domains of future
coverage for academic development (access to FF/TV resources, technological and
media awareness and skills, film literacy, pedagogical development); and three
principles for effective teaching evaluation (quadrangulation, application to all
teaching phases, pedagogical-contextual-technological considerations in this

application).
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CHAPTER 2
RESEARCH BACKGROUND: FF/TV IN UNIVERSITY TEACHING

Understanding how the developments of film over time gradually became relevant to
the educational context is key to establishing the premise of the project, which is to
bring together the two separate entities of FF/TV and university teaching. This chapter
provides an overview of the technological and ideological developments of filmmaking,
from which modern audio-visual and narrative characteristics of film emerged. It then
focuses on the affective dimension of film and the relationships between emotion,
cognition and learning to highlight the discursive significance of filmmaking and film
representations in the context of education. The chapter defines the media scope of
feature films and television series (FF/TV) before shifting its discussion to the role of
FF/TV in university teaching, the current film and media technology trends in higher
education, the pedagogical merits and challenges of using FF/TV in teaching, and the
practical aspects of pedagogies involving FF/TV.

2.1. Technological and ideological developments of filmmaking

2.1.1. Early days of moving images and film productions

The idea of adding motion to still images did not come from any one single source, but
rather a wide range of performing arts such as theatre play and shadowgraphy, as well
as multiple worldwide technological inventions attempting to capture pictures in
motion dating from as early as the 1830s (Science and Media Museum, 2020). These
inventions include stroboscopic animation (visual illusion of motion caused by
continuous rotation), stereoscopic photography (visual illusion of depth enabled by
presenting two slightly different images to each eye for binocular vision),

instantaneous photography (instant exposure to create snapshots, even of moving
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objects), chronotography (time-lapse photography), and the electrotachyscopography
(an early motion picture system consisting of a projector, a peep-box viewer and
several illuminated glass photographs on a rotating wheel — Figure 2.1). These various
fields gradually led to the development of more film-focused inventions such as the
Kinetoscope (Figures 2.2, 2.3), an early motion-picture exhibition system created by
Thomas Edison and William Dickson in 1893, that pioneered the standard for cinematic
projection before video technologies. The moving-image products or ‘films’ enabled by
these inventions were only a few seconds or minutes long and solely visual, with no

synchronised sounds/dialogue or narrative components.

Figure 2.1. Ottomar's Anschiitz's electrotaéhyscope (American Scientific, 1889)

i - e -
Figure 2.2. The 1895 version of the Kinetophone in use (Tissandier, 1894)
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Figure 2.3. Interior view of Kinetoscope (Tissandier, 1894)

From the late 19t century, filmmakers started to introduce short and simple storylines
into their films to help demonstrate how the camera could reproduce real life
occurrences through actuality films or illustrated songs (Cook, 1990; Witmark &
Goldberg, 1939). These advances led to the introduction of the Cinematographe —a
combination of a camera, a projector and a film printer — by the Lumiere Brothers in
1895. The Cinematographe is believed to be the first technology to enable regular
public film screenings, commonly of around ten films (20 minutes altogether). These
included documentaries and staged comedies, which yielded significant income for the
film companies (Dirks, 2022).

This commercialisation of film screening practice soon fueled the rapid
development of the motion picture industry in the 1900s (University of Minnesota
Libraries Publishing, 2010). By the early 1910s, Europe, Russia and Scandinavia
emerged as the leading film industries (Science and Media Museum, 2020). As
cinemagoing became a popular paid activity, the film industries attracted substantial
investments in production, distribution, marketing and exhibition. These included the
construction of film studios and cinema theatres (Jones, 1998). The length of films

increased and storytelling became their main appeal.
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2.1.2. Peak of analogue technologies and shift to digital technologies

The considerable growth and consolidation of the film industry worldwide was made
possible by continuous refinement of film technologies regarding colour, sound and
aspect ratio. Prior to the successful tricolour process introduced in 1932, colours were
manually added to black-and-white films using techniques such as hand colouring,
toning, stenciling, tinting, and other costly and time-consuming methods including the
Kinemacolor and Technicolour processes (Kramer, 2016; Read, 2009; Snoyman, 2017).
Synchronised sounds such as dialogue and music were first added to the moving
pictures using phonographic cylinders around the 1920s (Science and Media Museum,
2020).

The first standard aspect ratio of film was perforated 35mm film (width-to-
height of the picture is 1.33:1) popularised by Thomas Edison in the Kinetoscope in the
1900s. In 1932 it was changed to 1.37:1 to accommodate optical sound technology
(i.e., sound recordings stored on transparent film instead of separately on discs)
(Hellerman, 2019; Science and Media Museum, 2020). In the 1930s and 1940s, the
‘Golden Age of Hollywood’ for the American film industry, almost every feature film
had synchronised sound and some were in full colour (Robinson, 1994). Cinemagoing
became an essential part of ordinary people’s lifestyle, commanding super theatres
with massive auditoriums with over 3000 seats and over 30 million cinema tickets sold
weekly (University of Minnesota Libraries Publishing, 2010; Science and Media
Museum, 2020).

The advent of television during the 1950s created serious competition for
cinema. The immersive experience of widescreen cinema was heightened by adjusting

to the larger aspect ratios of 2.59:1, 2.35:1 or 1.66:1 (Hellerman, 2019), and this
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helped sustain public interest in the cinema for a short time. However, as film
technologies progressed into portable and digital forms, home theatres became more
common and cinema sales gradually shrank over the next three decades, well into the
late 2000s (Bordwell, 2012; Science and Media Museum, 2020). Despite grand
attempts at rescuing the dwindling industry with multiplex cinemas and 3D features,
the shift to digital filmmaking, subsequent computer-based editing processes, and
television and streaming technologies for film distribution has continued to steadily
make analogue film technologies obsolete (Bordwell, 2012). Film viewing now can

afford to be a much more personal and private activity than it used to be.

2.1.3. Ideological developments of film
Ideology is an ‘imaginary misrecognition of the subject’s relation to their real
conditions of existence’ (Althusser translated in Pearson & Simpson, 2005, p. 346). This
imaginary misrecognition can be in the form of: (1) class or race-oriented belief
systems; (2) illusory belief systems that contradict the true or scientific understanding
of a topic; and (3) general interpretation of ideas and meanings (Williams, in Stamp,
2000). It is a common assertion among film theorists that when viewers passively
consume a film, they either knowingly or unknowingly accept the ‘misrecognition’
presented to them in the film as if it was reality, which enables them to fully engage or
identify with the story and enjoy the film (Stamp, 2000).

Although film did not always have recognisable narratives, the first ones that
did — including black-and-white and silent productions dating back to the 1890s —
carried political ideologies, subtexts and agendas in their representations. For
example, the French silent film series The Dreyfus Affair (1899), consisting of 11 short
films by Georges Mélies, reconstructed real political events involving espionage,
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treason, suicide and murder. The Dickson Experimental Sound Film produced in 1894
for the Kinetophone was possibly the first film on homosexuality (Russo, 1981, 1987;
DeFreitas, 2006). Film adaptations of famous novels such as Sherlock Holmes were also
early popular productions, which borrowed fiction and storytelling to discuss a wide
range of social topics and issues of the day (Kuhn & Westwell, 2020).

Due to early films’ obvious and close association with frivolous pastimes of
moviegoing and the entertainment industries, public attention was not immediately
drawn to the social commentary and propaganda powers of film representations.
Authorial intentions, or the power to ‘speak’ to the public both textually and
contextually (Phillips, 2005), were not actively scrutinised or openly discussed, but
rather lurked behind the entertainment facade. However, ideologies in film also are
attached to the technologies that enable film production and distribution. As digital
editing processes have made film production less expensive and cumbersome,
terrestrial/satellite TV and on-demand services made film distribution more
convenient and instant, more attention is now paid to analysing and understanding
film ideologies (i.e., what is the film actually saying to us?).

Film falls into the broader context of video and media technologies that allow
seamless and realistic presentation of visuals, sounds and texts to tell a story and
convey a message. As we become increasingly surrounded by media representations,
to be able to understand the message or to get the message across successfully has
serious implications for our perspectives and decision-making. These abilities require a
complex ‘toolbox’ of knowledge and skills about these audio-visual and narrative
sources of information (Simon, 2009). This toolbox is the main rationale behind the

discursive research field of media education, answering the questions of why media
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education is necessary for both students and educators, and how educators should

proceed with it (Buckingham, 2010, 2019; Fraser & Wardle, 2013).

2.2. Affective dimension of film

Recent decades have witnessed a rapid growth of film productions and subscriptions
to film downloading and streaming services. Despite technological changes, the main
purpose of public film consumption remains entertainment-focused, thus satisfying
various emotional needs including boredom or stress (Wang & Ji, 2015). Businesses
seeking to benefit from this emotional consumption of film demand objective tools
that can identify and categorise the specific emotions that films are likely to evoke in
viewers. Armed with this knowledge, services can match consumers to suitable
content more effectively (e.g., Hanjalic & Xu, 2005; Soleymani et al., 2011; Wang et al.,
2019; Wang & Ji, 2015). This is referred to as video Affective Content Analysis (ACA).

In the context of this research, although the emotional dimension of FF/TV
representations plays a significant role in educators’ choice to include them for
student engagement (Jerrentrup et al., 2018; Kresse & Watland, 2016; Marquis et al.,
2020; Peker et al., 2021), it can potentially undermine studets’ cognitive abilities if not
carefully integrated into instruction and learning activities (e.g., Barnett et al., 2006;
Butler et al., 2009; Fleischer, 2018; Madsen, 2014; Myers & Abd-El-Khalick, 2016).
Therefore, a more in-depth understanding of how affective content in FF/TV influences
the audience’s emotions and subsequently their critical thinking would assist

educators in analysing and assessing the suitability of FF/TV content for teaching.

2.2.1. Direct and indirect approaches to film/video Affective Content Analysis (ACA)
There are two common approaches towards the goal of developing an objective video

ACA tool, one directly from the audio-visual features of the film and one indirectly
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from the audience’s evoked emotional states upon viewing the film (Wang et al.,
2019). The direct/explicit approach analyses the affective content based on the
expected emotion (i.e., the emotions that film producers intend to evoke in their
audience), while the indirect/implicit approach focuses on analyses based on the
emotion and feelings that the audience actually report feeling upon viewing the film
(Hanjalic & Xu, 2005). Nack et al. (2001) devised the algorithmic study of
Computational Media Aesthetics (CMA) that aims to determine the relationship
between the audio-visual elements in films and audiences’ evoked emotional states
based on the conventions that regulate the techniques of filmmaking (i.e., film literacy)
such as cinematography, mise-en-scene, and editing; filmmakers can choose to follow
or break the rules of film grammar (subsequently satisfying or challenging the
audience’s expectations) to convey meanings and messages. Based on the results of
CMA analysis, researchers have been able to effectively match the audio-visual
features with the emotional states of the audience (Hanjalic & Xu, 2005).

Figure 2.4 illustrates the key elements of each ACA approach. The process
consists of analysing the emotional descriptors, the film/video content from the video
database (i.e., stimulus), users’ spontaneous non-verbal responses (i.e., evoked
emotional responses), and their interconnected relationships (Wang & Xang, 2010).
The emotional descriptors are identified based on certain theoretical emotional
categories aiming to comprehensively represent viewers’ subjective evaluations and
emotional responses of the films’ affective content. The film content consists of the
audio-visual features that are used for storytelling in its narrative content. The viewers’
spontaneous non-verbal responses can include both their physiological and behavioral

responses upon viewing the film content. The pathway leading from the film content
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to the emotional descriptors illustrates the direct ACA approach, while the pathway
from viewers’ spontaneous non-verbal response to the emotional descriptors denotes

the indirect ACA approach.
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Figure 2.4. Components of two major approaches to affective content analysis (Wang & Ji,
2015)

2.2.1.1. Emotional descriptors: Discrete approach and dimensional approach

Defining and pinning down emotions remains a vexed issue, and there is little
consensus amongst scholars on how this should be done (Pessoa, 2008; Plass &
Kaplan, 2016). In general, though, emotions are usually assessed and measured in a
discrete or a dimensional way.

Scholars who subscribe to the discrete approach claim that there is a list of
fundamental emotions that can be identified; however, there is little agreement over
what specific emotions belong to that list. The most widely cited list was proposed by
Ekman (1999) who included happiness, sadness, surprise, disgust, anger, and fear (Irie

et al., 2010; Sun & Yu, 2007; Teixeira et al., 2012; Yazdani et al., 2009). Over time,
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other emotions have been added, such as amusement (Arifin & Cheung, 2008),
excitement (Watanapa et al., 2008), horror (Money & Agius, 2009; Zhao et al., 2011)
and boredom (Zhao et al., 2011).

The dimensional approach perceives emotions as having multiple dimensions
that seamlessly and continuously transition from one space to the next. Similar to the
discrete approach, advocates of the dimensional approach have different views about
naming the dimensions. Wundt’s (1905) influential work identifies the dimensions of
arousal, valence and dominance. Arousal signals the initial activation of an emotion
characterised by excitement, or an increase in a person’s physiological activity in
moving from a passive to active state. Valence is the dimension against which the
quality (e.g., good or bad, pleasant or unpleasant, pleasure or displeasure) of the
emotion is measured. Dominance measures the dominant (action or reaction-inducing)
or submissive (tending to be internalised) nature of the emotion, but this dimension is
difficult to determine, and is thus often omitted in the variations within the
dimensional approach. There are variations within the dimensional approach to
measuring emotion, such as using different sets of labels (e.g., natural-temporal-
energetic dimensions — Canini et al., 2013) or dividing the dimensions into more
categories (e.g., positive and negative valence, high and low arousal — Koelstra &
Patras, 2013; Soleymani et al., 2012; Wang et al., 2019) or simply using continuous
dimensional descriptors of emotion (e.g., Cui et al., 2013; Hatti et al., 2011).

Russell’s (1980, 2003) dimensional model of emotion is a nuanced and
comprehensive way to articulate the complexities of measuring emotion as it
integrates both discrete and dimensional approaches (Figure 2.5). It simplifies the

dimensions to valence (experienced on a spectrum between pleasure and displeasure)
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and arousal (experienced on a spectrum between activation and deactivation). Then it
incorporates a discrete list of individually identified emotions into the dimensional
space. For example, the emotions of elation or happiness occur when a person is
experiencing medium arousal towards activation and high valence towards pleasure;
the emotions of serenity or contentment occur when arousal is medium towards

deactivation and valence is high towards pleasure.
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Figure 2.5. Russell’s dimensional model of emotions (2003)

2.2.1.2. Audio-visual features of film/video content

Film or video content consists of audio-visual features, so the affective content can be
assessed based on the visual data and auditory data. Within the visual data domain,
the features that can be manipulated to influence the audience’s emotions include
tempo, motion, shot, lighting and colour (Wang & Ji, 2015). Within the auditory data
domain, speech-related, music-related and environmental sounds are the main
controllable sources to communicate emotions to the audience (Lartillot, 2011;

Scherer, 2003). Since multiple studies in cinematography and psychological research
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have demonstrated the relationship between audio-visual cues and the affective film
content (Hanjalic & Xu, 2005; Kang, 2003; Rasheed et al., 2005; Wang & Cheong, 2006;
Wang & Ji, 2015), cinematic principles and psychological findings are key to
understanding how visual and auditory features are used to characterize the affective
dimension of film content.

Visual Features

The visual elements in film that are most connected to inducing emotions include
tempo, motion, shot, lighting, and color.

Tempo, motion and shot

Tempo in film refers to the quantity of camera movement and subject movement, or
the quantity of motion shown, in each shot and between shots (Plantinga & Smith,
1999). Tempo can be adjusted by manipulating the shot duration (i.e., long vs. short),
shot transition (e.g., cut, fade, dissolve, wipe), motion intensity (i.e., smoothness of
frame transition), motion dynamics (e.g., shot type, shot pace, camera and object
relational movement), camera distance and visual excitement to inject a variety of
emotions accordingly (Adams et al., 2000; Canini et al., 2013; Cui et al., 2013; Irie et al.,
2010; Wang & Cheong, 2006; Xu et al., 2013; Zhang et al., 2010). For instance, a dolly
zoom shot or a zolly shot (in which the camera is dollied back and forth from the
object while simultaneously zooming in the opposite direction so that the size of the
object always remains the same in the frame), can create an overwhelming sense of
uneasiness and uncertainty about the future event (Liang et al., 2020). Generally, a
high level of motion or tempo intensity on screen correlates with a high level of
arousal evoked in the audience (Detenber et al., 1998; Hanjalic & Xu, 2005; Simons et

al., 1999). Shorter shots and rapid shot transitions result in a high tempo for action or
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plot development and therefore can cause stress or excitement (high arousal) in the
audience, while longer shots convey a lower tempo associated with slower and more
relaxed emotions (low arousal) (Choros, 2009; Teixeira et al., 2012; Wang & Cheong,
2006).

Lighting

Lighting in film is a powerful cinematic tool that controls the spectral composition of
light and the contrast between light and dark. It can significantly affect the appearance
of all scene elements as well as the dominant mood of the scene (Cainini et al., 2012;
Teixeira et al., 2013). Depending on the overall light level and proportion of shadow
area (Wang & Cheong, 2006), there are two main lighting techniques — high-key and
low-key lighting — that can be used to convey the scene’s mood. High-key lighting is
essentially used to soften the contrast between light and dark and make everything
visible, creating a bright and warm atmosphere and generating pleasant or joyous
feelings (low arousal, positive valence). Low-key lighting, typically seen in horror films,
employs a range of techniques such as shadow play, dim lighting or dark environments
to generate ominous, mysterious, intriguing, scary, sad, or suspenseful scenes (high
arousal, negative valence) (Bordwell et al., 1997; Keast, 2014; Wang & Cheong, 2006;
Zettl, 2013).

Colour

When color became possible in film, it also became a significant cinematic contributor
to communicating emotions to the audience. The brightness of colour is closely related
to valence, while colour saturation is linked to arousal. The combination of these two
qualities is called the ‘colour energy’, which can be manipulated to influence valence

and arousal (Valdez & Mehrabian, 1994). Similar to lighting, high colour energy can
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induce more positive moods, whereas grey frames convey more negative feelings. A
wide range of other colour-related features, such as colour intensity, colour weight,
colour heat/temperature, colour layout and colour activity (Canini et al., 2013; Kang,
2003; Sun & Yu, 2007; Teixeira et al., 2012; Yazdani et al., 2011; Zhang et al., 2010), are
often included in analyses of film affective content.

Audio Features

Although film is often characterised by its visual features, some studies suggest that its
auditory data may provide more information regarding affective content (e.g., Wang &
Cheong, 2006). Audio or acoustic features in film often consist of speech, music and
environmental sounds (Bachu et al., 2008; Lu et al., 2001; Radmard et al., 2011).
Speech

Due to the predominance of speech in characterising a video’s emotion as well as
extensive research in speech emotion recognition, much work has been invested in
speech feature extraction. Studies investigating psycho-physiological phenomena such
as vocal muscle movements, air intake, vocal inflections, vocal energy (i.e., loudness),
voice quality, stress and intonation patterns, and modulation or pitch characteristics
change with emotions (Watanapa et al., 2008; Williams & Stevens, 1981). These
speech features serve different roles in providing information about associated
emotions. Pitch is a reliable tool for detecting emotion (Xu et al., 2913) and speed and
loudness of speech are good indicators of emotions’ meaning (Scherer & Zentner,
2001). In general, loudness and speed are related to arousal levels, while other
features such as inflection and pitch relate to valence (Hanjalic & Xu, 2005; Picard,

2000).
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Music and environmental sounds

Studies from a number of fields such as psychology, informatics, multimedia and music
research have strongly supported the relationship between music and emotion (Eerola
and Vuoskoski, 2013; Yang & Chen, 2012; Zhang et al., 2010). Musical features such as
tempo (fast vs. slow rhythm — Ferndndez-Sotos et al., 2016), tonality (major vs. minor
mode — Husain et al., 2002), timbre (bright vs. dull tone — Gabrielsson & Lindstrom,
2010), dynamics (loudness/volume — Gabrielsson & Lindstrém, 2010), and pitch
(frequency of musical notes — lllie & Thompson, 2006) are used by song writers and
chosen by filmmakers to evoke specific? emotions in the audience (Juslin & Sloboda,
2001; Lartillot, 2011; Liu et al., 2003; Zhang et al., 2010).

2.2.2. Personalisation in film ACA

So far, the discussion of how audio-visual features in film ACA is made possible by the
unrealistic assumption that all viewers have generic or universal emotional reactions
to affective content in film. In reality, the opposite is true (Wang et al., 2019).
Appraisal theory (Roseman, 1984; Scherer, 2005) reveals that emotional reactions are
formed according to individuals’ personal subjective judgement of affective stimuli
presented to them. People also have different levels of emotional regulation that
affect their emotional expression and thus presentation of emotion in response to
affective content (Wang et al., 2019; Wang & Ji, 2015).

In the context of pedagogies involving FF/TV, especially when affective content
is included, a separate discussion on emotion in relation to human learning or
cognitive processing is helpful in bridging the gap between what emotions educators
intend to evoke in learners (i.e., expected emotion) and what different individual

learners may respond to FF/TV affective content (i.e., actual emotion).
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2.2.3. Emotion and cognitive processing

Early theories about emotion (James, 1884; Lange, 1885) explored the relationship
between emotion and neurophysiology, which created a foundation for later theorists
to investigate the role of cognition in naming emotions (Schachter & Singer, 1962) and
in processing emotions (Lazarus, 1991). Despite a long history of affective
neuroscience research, however, scientists are 