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In this global media environment, the different relationships of production and
consumption are caught up in power relations in complex ways. Yet, this global
circulation of cultural products such as television, and other forms of popular culture
and news, clearly does not remain only within the model of cultural imperialism.
Many contemporary theorists have analyzed the global movement of people and
commodities as indicative of the ways that the model of Third and First World
divisions no longer make sense, if they ever did. The movement of people and images
around the world in the early twenty-first century is increasingly complex, with
significant numbers of immigrants and refugees, a growth of diasporic communities
(in which people are living in numbers away from their homelands), and postcolonial
cultural contexts. Hybridity is a term used in the sciences to refer to plants or animals
originating from different species or a person of mixed origins. It has been
appropriated by cultural theorists to describe the mixing of peoples and of cultures in
the era of globalization.

(Marita Sturken and Lisa Cartwright, Practices of Looking: An Introduction to Visual Culture.
New York: Oxford University Press, 2008, p. 327.)
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(1) Photography’s particular ability to objectify the body associates it with death—
this is expressed by Susan Sontag: “All photographs are memento mori (JET_HYS
3 JETHIHERR). To take a photograph is to participate in another person’s (or
thing’s) mortality, vulnerability, mutability. Precisely by slicing out this moment
and freezing it, all photographs testify to time’s relentless melt” (Sontag 1979:15).
(Liz Wells, ed., Photography: A Critical Introduction. London and New York: Routledge,
2000, p. 201.) (15%)

(2) Borrowing a concept from the German Marxist dramatist Bertolt Brecht, Godard
used a variety of distancing techniques to prevent the audience from identifying
emotionally with his characters. The viewer should think rather than feel, analyze
the events objectively rather than enter them vicariously. The destruction of plot is
only one method of distancing the spectator.

(Louis Giannetti & Eyman Scott, Flashback: A Brief History of Film. Boston, MA:
Pearson Education /Allyn & Bacon, 2010, p. 349.) (15%)

(3) In 1910 Kandinsky finished writing his own book Concerning the Spiritual in Art,
though it was not published until 1912. In it he formulated his concept of non-
representational art as one originating in some “inner necessity” of the artist to
find a “spiritual” art form free from all references to the external world. In
themselves abstract formal qualities were of as little importance to Kandinsky as
representational qualities: they became meaningful only in so far as they
expressed the artist’s innermost feelings and antimaterialistic values and thus
created a true spiritual reality.

(Hugh Honour & John Fleming, 4 World History of Art. London: Lawrence King, 7"
edition 2009, pp. 779-780.) (15%)
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