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T TR IX 26 23 [R] 2Z 0] 1Y 4 BEAL i

BB T AR KON TR B9 TE 2l . Ban A — A 0T, A 45K AT 5 21 LRUE B L LT A B
WA — A5 A AF 5 ST 00 DA 1) s 6 S0 B . H Il R R IR AR T B 3 ST AR D R B b K
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@ McLuhan M. Understanding Media: The Extensions of Man[ M]. New York: McGraw Hill, 1964.
® Metz C. Film Language: A Semiotics of the Cinema[ M]. New York: Oxford University Press, 1974.
@ Metz C. Language and the Cinemal M. Berlin: De Gryuter Mouton, 1974.
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©® Hartshorne C, Weiss P, Burks A W. The Collected Papers of Charles Sanders Peirce (8 Vols.)[M]. Cambridge,
MA: Harvard University Press, 1931 —1958.
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ATE SR U BV 52 A0 SEE Y o F 1 e T an Af ) Rl 0 T RAFAE AT IR Y . X S )RR R
1k 22 R 5 3 40030 S S B A U AR T LG ) B 7 A — 2R B L R 4T 3% ) Bt (mise-en-scene) Y K
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@ Metz C. Film Language: A Semiotics of the Cinemal M]. New York: Oxford University Press, 1974 24.

® 25 Thoughts on Virtual Reality Filmmaking[ EB/OL]. (2015 — 05 - 08)[ 2022 — 06 — 25 . https://www. unit9.
com/project/25-thoughts-on-vr-filmmaking-by-anrick/.

©® Tomaselli D. Cosmology of the Relativistic Multi-Modal Chronotype[ D]. KwaZulu Natal province: University of
KwaZulu-Natal, 2020.

@ Instructive Level Design[ EB/OL]. [2022 — 06 — 08]. https://tvtropes.org/pmwiki/pmwiki.php/Main/Instructive
LevelDesign.

@ Barricelli B R, Gadia D, Rizzi A, et al. Semiotics of Virtual Reality as a Communication Process[]J]. Behaviour &
Information Technology, 2016, 35(11): 879 — 896.
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Wl T F U B A R T AR E R P JE 0 R R 5 (S A B X ST
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2 AR A 58 R A HOR —— — FhREUE Y 35 B HOR B — FR 90 5 Sk #i BRUE R 51, D)k
423 ) )RS B —— A — e R R L PHAS T RS OE S R R R AT BRI T A PR Y 5 A 2
BISBEESL, BEZ . FRAGEY TIHES¥SEMF S FIRAENIEE, QE T —FR5If
A1 LGB I T 18 ) 3 R s X e G OR 3 T 3 6, DB B i T Re ok x DL g ke, LR
A R R B B A A e AR A A e SR R S 0 s . TECE KR M E D
(Mani festo for orchestral Counterpoint) W, Z FF P AZ B X B « W J5 1L P K (Grigori
Alexandrov) FI 2 K 4 3552 M s FI SR H A2 H 8@

2 AR IH 0 B 5 8 32 SCREIE B8 5 1k 09 O i L A A4t JT s R A S AR L T A A e
FHAE SR RBMME—RGE ., EREA 52D B R RA AN R BAZET T
W, MR BN IR E I — RIHED AL AR AT e Y . D) Ah AR .
ELBE (André Bazin) $4 HUETH 5 S5 A T RO 3627 . XFP 7 1k 2 7 78 16 52 R 1 R 51 FRAE 5L il
Y R B LA 4 s B SR B TR AU 2 o 1 R R ORI, X — B R T KUK
A A AR T BARFSMARRAEE L, 852 IR LEN BRI 5 i
XN RAEERR . Hoh B EAR WAV 2598 B Ir R B A H R - B
B —# 5§ (Gilbert Cohen-Sea) Wi i , LA F WILHAE T C AT MG P S ik T, X
XA AR EE”,©

@ Eisenstein S M, Pudovkin V I, Alexandrov G V. A Statement [EB/OL]. [2022 — 06 — 10]. https://soma.sbcc.
edu/users/davega/xNON _ ACTIVE _ CLASSES/FILMST _ 101/06 _ FILM _ MOVEMENTS/SovietMontage/
ASTATEMENT filmsound_eisenstein_pudovkin.pdf, 1928.

@® Cohen-Seat G. Essai sur Les Principles d’une philosophe du Cinema[ M]. Paris: Presses Universitaires de France,

1968: 20 - 128.
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P52 AR B . ERER D A AMNIES RV EZE, W BS% - &Rt
WHHEZMA —F S WNEREINIET RERMEBEX — M. AR, EXDNEARZm L, Y
B /N B B IR /RS SRR, A o B 2 BRI A & R (phonemes) , 7% A i & (monemes) »
HRERAEMGES — R PRI FY . SR, B R R R B A A
ek ' S S W e 11 i RS U TR A K i /1 P 1 A (N N 72 e i S =0 1 P

ETAT N BIFF 5 43 1 5 B X 4 — 4 SER 15 (substance languages) (CQNSETE) A1 4 B 25
W CUHLRE DL ROHT IR A v it A 465 19 23 8] AR RA G B BRI NS o FF 5 2 RAEAL 48 LAl
FHA R SCARTE S A f S R AR O B I S 1R . AR R R a1
255 2 11 B ity 2 T K 0 A A ART DA S ART B 0 X PR AR TS L BUE TN AT LA TR . A S R AR H
PLBR S At (R HE S8 v 2 B0 OC TS (—Fh i 2518 ) B SR R 25 R IR AE 450 & LB &
(PR TMIE T RO S O Ik, X F 3 20 40 70 AR [E BFFL B (British
Screen Theory) AU £5#) = CIERE R FAEAL Z B8 R B Ml & SCAR . 5 58 BRI R WL AR AS A
i 0 b A S M ) FR S AR A AT M RS TR XS B G B 1Y) TS B E Y R . X R =0T
FF5 2 HERR T B/ BRIV 2 e 48 5 T 48 B T B . PRI L 3k — IR AN BB 7 55t L IR A A
BExams k. BWIRERHIR ATEAR R A5 CBURE R FE R b i 005 X5 SCAS 19 A [7) A
(R RRIT0) 3K 41T B8 2 5 BOIE B AS [R] A9 155 2 2B 3RV o I N (S ) . ©

20 HE4g 90 AFEARE I, 0 BT I ] UL AR 32 SR RE S R B A 7, X AU SN R A
MR SZ A TE A S sh M UE B . H R AT H AL S A AL E R TS 5F 8N
B, © B R A T R T X — M 2 AR A Al AT BT B R, i HLE
I 2 5 A [F A . X — SR A 2R A A O W L A R R T R B
BT Bo AR R 2 T F O g 45 R 1Y S

e [ 5 e S AN RE AR P 2 L R B SR 00 B SO0 R A R A8 L 2 e = AR AR
TEP4E AR Al VR R H W 2 5 % A ATEE 28 7] DUFE 756 B8 AT 3l i £ Z ] 5] 3 AU
SRR N, W 22 AR I 22 BN ) (Alice in Wonderland) Q8 5 T Mg I — 75 T B
M, LK ZE S T B At % TN 22 [R) B B A T S 2 ] TS 50 U [ Ith A F- 38
1b Sk Y BRI 22 BN R AU A OG0 TR M A SE Y —
g . 2SO I BCE G IE TR AE AR B il d R e A . AR AR RE AL SE TR AR/ S S E R R
[] B A7 43 BTk

B2 BE 24 ny , AL Tl st A7y 2D g7 522, fEX B MR/ LRE /S 55/
HAEEEXN S HELGFEE —MNENEMEML SN, BRAR - Z B
(Albert Einstein) B4 BAE &4 AMELLAE G, K oy FRATTHE H R AR TR b Rk F 27 /K5 e 1. [H
FE S IRATEF A B K& AEFEWTET 51 Z (8] A FRAE B L. WA E B 1A 2 5 56, T2 R0 A9 3% 2k
ik 22 O ABE A HE 28 S B T 2 SR A% 3K 22 T 1 B 2 0 B > R AR I O 7E DA b B Rb Bl 3%
BT ARESENEA.,

18 243 BT (kinesic analysis) HEBE T WifE R0 B 9 FE A ST R OF HIEW /R « R BHR Hr

@ 40, Nichols B. Style, Grammar, and the Movies[ ] ]. Film Quarterly, 1975, 28(3): 33 — 49; Beneviste E. La
Phrase Nominale[ M]//Benveniste E. Probleme de Linguistique Generale. Paris: Guillimard, 1966 151 - 167,

® Tomaselli K G. Encoding/Decoding, the Transmission Model, and a Court of Law[]]. International Journal of

Cultural Studies, 2015, 19(1): 59 - 70.

Morley D. The Nationwide Audience: Structure and Decoding[ M]. London: British Film Institute, 1980.

Carroll L. Alice in Wonderland[ M ]. London: Macmillan, 1865.

® Eco U. On the Contribution of Film to Semiotics[]J]. Quarterly Review of Film Studies, 1977, 2(1): 1 —14.

e &
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(Bill Nichols) Bt fift B¢ (AR AF . * B 25 P AR AN S AR Wit rp i S A8 ot 2 18] 5% 42 76— i . 76 30 25 KR 2
I8 B AT W R A 7D B A B (kinesic figures) J&i8 2 i LA AL, A B
BA RS TR AT TS (LUEREFD 24 Ui R M s 11 & 22k b 2r H10F80 - &
= O Sk MY R (FE— Wit ) I A REFIWT A= BT B shid R e A g X LE 755 1 il
WS I8 R Bl A —— i Z AR RN R 2R D RN S R e R T AT X R
iz Bl BT 5T, D AN BEAG R — e e

P AT 5 22 S Z 8] 9 — Aol SR 5 W o e A ) s /N B0 . AR E 3L B Sk
(shoO) WY FFLEMS AL — Wi, 5K F AR, P PRANERE, W23, AZE—MAQ
E AT NS 2R G RO fe/ N B SF RN IR 5 TR . B IO O SR B A AR R T
B R RE R S — DR, LB IRR TR, kR IR 2
U NGRS/ IS8 31 R EAC R AR &SR ER MRS E= R i ROPNAINE 2 7/ EEEENES T BUR: 3 M 1=
(blocks of reality) #E4T , X 85 DX HLAE TR i 92 L H A2 0 3, X Se X PR sk 77 @

M, §|E M=

SR o A 3t (measurement) 1Y AL BT SRTE T SC AR I 25 38 5 09 22 S ko Al & (0] 80 A B 545 B
(R 96 B PN 25 BT i 3R 6 G B SRR - B ORTE 2 — A SR R A PR TR L, B AR ST — Rl T
7 (metalanguage) . ;X F TG 7 B 78 40 9K & L A 5 ¢ L AARAS Z (Bl pd 22 00, DL S5k —Fh
S — MG IR,

AU L RE W N ] LUTE A6l e A — 41l — 2 3 B (v, vo) s — KP4l (hls ho) L #E

hlee-es hn Hl vlee--e vn Z 8] AAT B A7 B S B (ILE 1),
415 (Narrative)
nl nn
vl
Fr e B
hi HA(SYNTAGMATIC) N
n
CUREi R 4HZ1(ORGANISATION)
vn
fif i) (Time)

tn

tl

1 HEMNEAEG/REEN

TESCAR R AR BRI 25 R KPS AR O B SO S 4R B . — 455 5 T A A4
SR G KR FR X BT 5 Al AE TR ) — b b (EUR 2 () i BT o DA AR J RO Sy Bk Al
IR G T8 B AR AL A AR BRI L LR AR ST X AU AT T 5 B L S B R T
Rl TOR AN R R A R AR R IR A B AR IR HES B A R SR, B

® Nichols B. Style, Grammar, and the Movies[ ] ]. Film Quarterly, 1975, 28(3): 33 —49.
@ Nichols B. Style, Grammar, and the Movies[]]. Film Quarterly, 1975, 28(3): 37.
@ Metz C. Film Language: A Semiotics of the Cinema[ M]. New York: Oxford University Press, 1974 114.
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S A E P TR TE R A BRSO R I ] 8 TR Y .

A RE AL PR R I ) T AR O B U R B4R . FEAT e, — A E o b
BoT R A B R Bk A i L, fETRiESET , — DS 5 F - B e g AR5 6 i) ik A
REXRR., BARARGWMBE M BERZRAWLE D AL M TR AHEAE T . TEPHA
AR SE B M T R ORI . R SOy A R T S RE AR 0 BN oG . 7EAC X LAY
BPFFSAT LGE AV 2 AR R O SRR . A5 Csigns) AT BE 51 H — AP 2 AE AL S (symbolic
code) , T G AEACAS S ik S UMK T Fir A= B i A5 DL S0 A B BT A A 4 5 A B 2 — AR
4 Ccode) s SR J5 B A8 B T 4 8 S AR 5 T 81 A — R XUAR BOARRAE AU AR 2R AL, e F 2L B
AW AF S ] BE R A U A O R A IR . FERX ARG LT AR AR A AE AR Y S
o] 51 FH s AH B, — Ao A AQ RS 2 B A Sl 7 i R B E H AN . TR S QR R
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Semiology of Film, Space-time Theory,
and the Semiotics of Virtual Reality

Keyan G. TOMASELLI", Damien R. TOMASELLI', YIN Qian’
(1. University of Johannesburg, Johannesburg City, 2146, South Africa;
2. School of Humanities, Guangzhou University, Guangzhou 510006, China)

Abstract: A comprehensive sensory-based semiotic is proposed to account for spectator-
controlled “interactive” ludic choices within the four-dimensional narrative enabled by virtual
reality projection devices. Specifically, the article offers a four-dimensional space-time theory of
visual imaging in its widest sense, read through Peirceian phaneroscopy, a semiotic method
that is here extended to include virtual reality as an all-embracing sensory experience. The
analysis launches from a discussion of analogue media (medium, information) and two-
dimensional semiological film theory, into a four-dimensional sensory semiotic. In defining the
nature of the film image, many mid-to-late-1990s film theorists called on semiology, the study
of narrative language-based sign systems that includes analysis of linguistic, para-linguistic and
extra-linguistic forms of discourse. The polysemic nature of film makes semiology a particularly
suitable method for two-dimensional f{ilm analysis, since the film artist relies on visual
sensibility of the painter, the vision and verbal language of the poet and the time sense of the
musician. Two-dimensional text-based semiological film theory examines how elements are
organized for a spectator in terms of a screen surface, one that emphasizes the vertical and
horizontal character of the picture plane, and that includes an impression of depth by means of

perspective, The new media such as virtual reality and augmented reality, however, involve the

@ Ryan M L. Immersion vs. Interactivity: Virtual Reality and Literary Theory[J]. SubStance, 1999, 28(2): 132.
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spectator as participant, not just as viewer of a two-dimensional surface, but now within three
or more dimensions of imaging, hearing and feeling, which appear real and tangible. Our
triadic phenomenological semiotic explanation that includes the interpreter in the story
manipulation is contrasted with two-dimensional structuralist film semiology.

Key words: virtual reality; augmented reality; interactive media; space-time; phaneroscopy;

film semiotics
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