Journalism and Communications 37 & {£#%522, 2021, 9(4), 63-67
Published Online December 2021 in Hans. http://www.hanspub.org/journal/jc
https://doi.org/10.12677/jc.2021.94011

BAREFNE TRRANFERVEE S LlH

BTE
BN, b

ks H i, 20214F10A9H; FHHEM: 20214F11H28H; KA HM: 20214F12A7H

B

FEHFHRARFOBT, BUSRORZESRETERANZR, FURAFEEFEIAER, R
EH—FEHTHTURNBE L. FTRXPAERSIREE—F “BIL” HEREUW, FET AN
BHREFEZIEE, ERARKHEISMANT RN T LA BRAKISTER. B K0T 41T
o RAAHERENSARNFZUNE, RPN ELR LRI P HERE . HrERiIETTRAEN
TR I AR T NZ EAY, MRRIEEN “4%F” ERERT, ZARKRE T —E
FE LSRR ERR ). L TEREREE TN T AR NETNBIESILE, W5
—JIHHIS T RARBIIGES . NRE LS, XEUARE TELZHRAIMEH. ERLFRHFLT,
IREYLAR BV R B BN B BT 2B R SCEM BT«

XA

BREH, RAGESE, BENE W

Subversion and Innovation in Immersive
Film and Television Productions in Visual
Threshold of Technological Aesthetics

Zixuan Liao

Communication University of China, Beijing

Received: Oct. 9th, 2021; accepted: Nov. 28th, 2021; published: Dec. 7th, 2021

Abstract

Empowered by the age of digital technology, the aesthetic morphology of film and television art
has undergone a disruptive change, immersive media producing films and television that create a
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new kind of spectacle-like sensory experience. Immersive film and television productions seek to
create a “surreal” artistic landscape, where the imaginative images that exist in the human mind
become real and perceptible fields with the assistance and intervention of technology. The boun-
daries between the real and the imaginary world are broken down. The audience is no longer a
spectator to the art of film and television, but an experiencer placed in a realistic and perceptible
environment. Digital technology allows the interaction in immersive film and television produc-
tions to actually “live” in the film and television productions temporarily, not merely to be a tran-
sient interactive experience, and giving the audience the power to alter the narrative to a certain
extent. The near-zero aesthetic distance, on the one hand, increases the audience’s transient em-
pathy and communion with the film and television production, while on the other hand, it wea-
kens their capacity for reflection. On the surface, these audiences are given more power and free-
dom. In reality, however, these audiences are perhaps more easily to be disciplined by the con-
structs of meaning presented in the film and television.
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