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English Reading 
 
This is a test of your English reading comprehension. You must answer the required question as well 
as the question written for your chosen area of specialization. As you have only one hour to finish two 
questions, your answers should be short but to the point; each will be worth 50 points. Answers could 
be in either Chinese or English. 
 
 
 
 
 
I. Required Question 
 
The following paragraphs are excerpted from Filterworld: How Algorithms Flattened Culture by 
Kyle Chayka (pages 241–242). Please read them carefully and then respond to the following 
questions: 

1. From your perspective, what is the original meaning of the term “curation”? 
2. What are the differences between “the rise of the curator as creator” in the late 20th century 

and early 21st century, and the idea that “curation is replacing creation as a mode of self-
expression” from the early 2010s to the present? 

3. Do you agree or disagree with the author’s perspective? Explain your reasoning and provide 
supporting arguments. 
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II. Specialization Question 

a. Critical Theory and Asian Modernity  

Cultural identity is not a fixed essence at all, lying unchanged outside history and culture. It is 
not some universal and transcendental spirit inside us on which history has made no fundamental 
mark. It is not once-and-for-all. It is not a fixed origin to which we can make some final and 
absolute Return. Of course, it is not a mere phantasm either. It is something - not a mere trick of 
the imagination. It has its histories - and histories have their real, material and symbolic effects. 
The past continues to speak to us. But it no longer addresses us as a simple, factual 'past', since 
our relation to it, like the child's relation to the mother, is always-already 'after the break'. It is 
always constructed through memory, fantasy, narrative and myth. Cultural identities are the 
points of identification, the unstable points of identification or suture, which are made, within the 
discourses of history and culture. Not an essence but a positioning. Hence, there is always a 
politics of identity, a politics of position, which has no absolute guarantee in an unproblematic, 
transcendental 'law of origin'. 
— Stuart Hall, “Cultural Identity and Diaspora”  
 
In this passage, Stuart Hall challenges the essentialist notion of cultural identity. 
Discuss how you think about the relationship between identity, history, and power. You may 
draw on examples from cultural experiences, literature, or social activism to support your 
argument. 

 

b. Contemporary Thought-trends and Social Movements 

Please read the paragraphs below, and then answer the following questions: 

1. What is the “structure of feeling”? 
2. What are its implications for social research and cultural studies? 
3. What might be the structure of feeling in Taiwan in the 2020s? How is this structure of 

feeling reflected in cultural phenomena? 

You may answer the questions in either English or Chinese. 

 

Such changes can be defined as changes in structures of feeling. The term is difficult, but 
‘feeling’ is chosen to emphasize a distinction from more formal concepts of ‘world-view’ or 
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‘ideology’. (…) We are talking about characteristic elements of impulse, restraint, and tone; 
especially affective elements of consciousness and relationships: not feeling against thought, but 
thought as felt and feeling as thought: practical consciousness of a present kind, in a living and 
interrelating continuity. We are then defining these elements as a ‘structure’: as a set, with specific 
internal relations, at once interlocking and in tension. Yet we are also defining a social experience 
which is still in process. Often indeed not yet recognized as social but taken to be private, 
idiosyncratic, and even isolating, but which in analysis has its emergent, connecting, and dominant 
characteristics, indeed its specific hierarchies. These are often more recognizable at a later stage, 
when they have been (as often happens) formalized, classified, and in many cases built into 
institutions and formations. By that time the case is different; a new structure of feeling will usually 
already have begun to form, in the true social present. 

Methodologically, then, a ‘structure of feeling’ is a cultural hypothesis, actually derived from 
attempts to understand such elements and their connections in a generation or period, and needing 
always to be returned, interactively, to such evidence. It is initially less simple than more formally 
structured hypotheses of the social, but it is more adequate in the actual range of cultural evidence: 
historically certainly, but even more (where it matters more) in our present cultural process. The 
hypothesis has a special relevance to art and literature, where the true social content is in a 
significant number of cases of this present and affective kind, which cannot without loss be reduced 
to belief-systems, institutions, or explicit general relationships, though it may include all these as 
lived and experienced, with or without tension, as it also evidently includes elements of social and 
material experience which may lie beyond. 
 
Excerpted from: Williams, Raymond. 1977. “Structures of Feeling.” Pp. 132-133 in Marxism and 
Literature. Oxford: Oxford University Press. 
 
 

c. Gender/Sexuality Studies 

Carefully read the following excerpt from “Interstices: A Small Drama of Words” (Hortense 
Spillers, first published in Pleasure and Danger: Exploring Female Sexuality, ed. Carole Vance, 
London: Routledge, 1984). Briefly summarize and explain the passage. Give an example from 
your readings or experience of what Spillers is referring to by “a first-order naming,” “a second-
order naming” and “a third-order naming.” Why and to what effect does she stress using 
“another” rather than “higher” in getting at differences in function between these orders of 
naming? 
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d. Visual Culture 

 
The following excerpt is taken from Despina Kakoudaki’s “Representing Politics in Disaster Films.” 
According to the author, what seems to be the considerations that go into in the making of a disaster 
film? Why are these considerations political? (You may write in English or Chinese) 
 
After the events of September 11, the narrative tendencies and heroic resolutions of the 1990s 
quickly become limited and problematic, while the exaggerated rhetoric and violence of the genre 
seem irrelevant to the current state of the world. Destructions, explosions and endangered crowds 
evoke different meanings in a post-9/11 world, and their depiction cannot hold the vicarious joyride 
feel of similar images from the 1990s. 
Responding to this need for seriousness, The Day After Tomorrow makes a case for political 
relevance by centring its narrative on a realistic scientific premise. Although the film accelerates the 
processes of climate change radically, bringing on a new Ice Age for the northern hemisphere in a 
matter of months, it utilizes current scientific insights and debates. In the process, the film engages 
the spectacles of destruction necessary to the vicarious pleasures of the genre, but without rendering 
such pleasures purely voyeuristic. The film is also able to obliquely refer to the visual landscape of 
9/11, to destroyed cities and office buildings, and includes scenes of people running in panic and 
office papers flying in the air, even if it moves these sights from the Financial District to Midtown 
Manhattan. The environmentalist message and implicit call to political action evinced in The Day 
After Tomorrow indeed have had an indirect after-effect, by partly inspiring the production of An 
Inconvenient Truth (Davis Guggenheim, 2006). Indeed The Day After Tomorrow mirrors an 
audience’s concerns over pollution and habitat destruction, the melting of the polar ice caps, the 
depletion of the ozone layer, and the devaluation of air, water and soil conditions worldwide. The 
film thus balances the notions of response and responsibility, since, despite the text’s narrative and 
visual exaggerations, a contemporary audience connects the premise of environmental disaster in the 
fiction to its possibility in the real world (Murray and Heumann 2009). 
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e. Media and Cultural Governance 

The following excerpts are from “McLuhan’s Tetrad as a Tool to Interpret the Impact of Online 
Studio Education on Design Studio Pedagogy” by Mehmet Sarper Takkeci. 
 

Marshall McLuhan’s tetrad is useful as a framework for a comprehensive understanding of the 
media’s effects on our daily lives. This framework accentuates the interaction between technology 
and society, exploring how each affects the other. By closely examining the devices we use and how 
they mold us, we can better comprehend a medium’s influence on our lives. 

McLuhan offers a new scheme/a tetrad of properties or effects that describes the operation of 
not only media but all human processes, artifacts, and creations. According to McLuhan, a tetrad 
functions as a theoretical device to examine the effects on society of any technology/medium (put 
another way: a means of explaining the social processes underlying the adoption of a 
technology/medium) by dividing its effects into four categories and displaying them simultaneously. 

The tetrad is a concept/metaphor developed by McLuhan to describe the four laws of media, 
which exist simultaneously and allow the questioner to explore the existence of the emergent media 
holistically. These laws are not meant to be viewed successively or chronologically but rather as a 
whole. When applied to any artifact/system/media constructed by human effects, it describes the 
ways in which media affect society and how society, in turn, affects media simultaneously. 

As referred to in this paper, the functionality of the tetrad is not based on theoretical grounds, 
but revolves around four questions based on empirical observation: 
 
 What does the medium enhance, referring to the way in which a new medium enhances or 

amplifies an existing medium? 
 What does the new medium make obsolete, or in other terms, does the new medium eventually 

render an existing medium obsolete? 
 What does the medium retrieve that had been obsolesced earlier, referring to how a new 

medium can bring back something that was previously lost or forgotten? 
 What does the medium reverse or flip into when pushed to extremes, describing how a new 

medium can eventually be used in a way that is opposite to its original intended purpose? 
 
 
Now, the question is— 
 
In your own words, explain the concept of the tetrad as proposed by Marshall McLuhan. Then, select 
a contemporary medium or emerging technology and critically analyze how the principles of the 
tetrad can be applied to understand its cultural and communicative impact. 

 


