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01 INTRODUCTION

The past is making a comeback. Not only have the sales of  vinyl and cassettes seen a spike (Wood, 
2019), but even the 90s multicolor jackets made a reentry in fashion (Detrick, 2014). NES games are 
being favoured(Scott, 2017) because of  the three lives they give us in our so-called busy lifestyles. 
Films and TV media are no less behind in riding the wave with films like “Ready Player One” 
(2018) and “Stranger Things” (2016-19) suiting themselves thematically with the comfort of  the 
past(Sacramone, 2018; Jurgensen, 2019).  The visual media aesthetic  “v a p o r w a v e”, that 
reappropriates Giorgio De Chirico’s artwork in a rather neon fashion, saw unprecedented adoption 
through memes for it seems to be a major throwback to the 90s, a period wherein a large stratum 
of  media-consuming and co-creating populace was in its childhood (Born & Haworth, 2017, p.601-
647). Such references, or so-called rebounds, to media and objects consumed over the past, are 
plenty in number, especially now more than ever. The Canadian Scholarship Trust Plan also enlists 
“Nostalgists” as a future job for the year 2030 (Huffington Post Canada, 2014).

Almost all aspects of  cultural practice, ranging from music to films to video games, are showing 
vivid influences of  the “vintage”. Music critic Simon Reynolds(2011) also has observed and studied 
this phenomenon and, thus, has aptly termed it as “retromania” (Reynolds, 2011). Though the 
signaled cynicism here in the term is arguable. 

Given the age of  the internet, nostalgia is more immediate. Kids wearing purple-green jackets and 
Adidas’ 90s ‘originals’ were not even born when these were first produced. So what makes these 
forgotten objects so comforting? Is it safe to say from a producer’s perspective that these objects are 
strategically fail-proof ? Svetlana Boym(2001) termed this phenomenon as a “temporal nostalgia”, 
a reactionary response to the experience of  modernity, which in turn, has witnessed rapid changes 
in the socio-cultural landscape (Boym, 2001). Coping up with a world inundated with digital media 
and interfaces through physical mementos can also be linked to our humanistic tendencies to hold 
on to or reach out to physicality in our efforts to make sense of  the living world.   

From a visual communication design perspective, it is, hence, important to understand as a 
producer/designer and be thorough with how and why it works rather than just what works. For 
the scope of  this thesis and pertaining to my own practice, the research is intended to study the 
workings of  the moving image in a nostalgic context. To emulate a specific aspect of  nostalgia, it is 
good to know the inner workings of  it. Also crucial is to investigate the necessities of  the respective 
period that led to a certain invention in the moving image techniques as they continued to evolve. 
Furthermore, given the lack of  literature on visual studies, the thesis is aimed to document and 
fill the gap of  academic research done on the study of  motion graphics and moving images in the 
context of  nostalgia. With the thesis’s objective to create a nostalgic experience, it is beneficial to 
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study the ways nostalgic narratives can be applied to creating art and design and, thus, understand 
the related advantages and drawbacks. For these reasons, I am interested in the following research 
questions: How can design-evoked nostalgia be applied in the creation of  moving images?  
What are the advantages and implications of  a designed nostalgic narrative for the artist and the 
artwork?
 
The research follows a methodology of  practice-led research. It aims to employ autoethnography 
as a primary method to record and analyse the outcome of  the pursued projects to form a 
better understanding of  nostalgic narratives and the contemporary phenomenon of  nostalgia. 
Documentation of  the process of  the self-initiated projects also strives to share my approach, 
thoughts, and reflections that may further form new knowledge in the domain of  creating nostalgic 
narratives through moving images. Relevance and choice of  the method are further discussed and 
justified in chapter 2. 

As an attempt to study nostalgic narratives through motion graphics, I participated in “the 36 Days 
of  Type online summit” (Sans & Goicoechea, nd). Described on their website as, “A yearly open call 
exploring the creative boundaries of  letterforms, where participants are challenged to design a letter 
or number for 36 consecutive days”, the project seemed a fruitful opportunity to delve into self-
initiated thematic motion graphics explorations  (Sans & Goicoechea, nd). In the process, I aimed 
at learning by doing in order to study the “retro” aesthetic and its related history. The project also 
made me devise a system to churn motion graphics explorations on a daily basis while adhering to 
the theme. 
 
To further experiment with nostalgic narratives, I self-initiated an archival filmmaking project. 
Chapter 4.2 pertaining to the same reflects on the aspects of  the archive as a raw material for the 
project and the general considerations about the image. I also further cite the underlying notions of  
archival filmmaking that helped me strengthen my motivation to pursue the project in a direction to 
vet the hypothesis concerning the retro wave. Practical considerations of  making an archival film are 
listed that may also serve as a resource for anyone reading this thesis to experiment with filmmaking. 
These include, but are not limited to, editing techniques, and archive sourcing and narrative 
strategies. The chapter further aims to elaborate on the process of  making the archival film titled 
“In Hi Ko”. The film, in its narrative, delves into anxieties related to the COVID-19 pandemic and, 
thus, participates in the contemporary nostalgic phenomenon experienced globally (Yeung, 2020, 
p.180).  

The scope of  the thesis does not delve deeper into the philosophical, sociological, and 
anthropological aspects of  nostalgia; or the larger discourse of  “Retromania” as a contemporary 
phenomenon. Even though consumer behaviours are involved at the reception of  the two self-
initiated projects, the scope is solely focused on documenting the process of  creating a nostalgic 
narrative. Neither does the thesis deeply engage in the history of  materials used for the project, 
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especially when archival material is involved in the making. To fully explore the aesthetic qualities 
of  an image wherein it may define its place and perception in art history would also be beyond the 
scope of  this thesis. Sound design is another aspect that is crucial to the final outcome of  the stated 
projects. I have humbly attempted to underline the useful qualities of  the soundtrack used for the 
archival film project, although any elaborate discussion related to sound design is also out of  the 
scope of  this visual communication design research. 

The thesis is divided into three main parts: a study of  the taxonomy of  nostalgia and its constituents, 
the Retro Alphabet series project, and the “In Hi Ko” archival film project. While the first part lays 
down some basic concepts related to the nostalgia that may be crucially useful in creating a nostalgic 
experience, the latter two parts are chronological accounts of  the respective projects. Not only do 
these project documentations contain process related details, but they also elaborate on related 
theoretical references and concepts. 

The final chapter looks at artists’ motivations for using a nostalgic narrative, what are the related 
strengths and weaknesses; and also shed a light on the personal experiences and observations 
gathered throughout the project. 
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02 THEORETICAL FRAMEWORK  
AND RESEARCH SCOPE

This section aims to lay out key references that have been crucial to direct the course of  the 
research. Although briefly covered here with their highlights, these references demand detailed study 
to form a better understanding of  nostalgia and its related phenomenology, which has been left out 
of  the scope of  this thesis. However, crucial details of  nostalgia that inform the projects are taken 
up in the subsequent section. Also, concepts related to the undertaken projects have been further 
elaborated in their respective chapters. 

A rather generic observation that led to the research topic was further supplemented by evidential 
texts such as that of  Simon Reynold’s “Retromania: Pop Culture’s Addiction to Its Own Past” 
(Reynolds, 2011). The omnipresence of  nostalgia in all practical aspects of  cultural practices is 
discussed in detail and it further reflects on nostalgia as a “mere passing fad or a movement”; 
bringing up the cyclical nature of  time ideating the concept of  a “retro twin” and “retromania” 
(Reynolds, 2011). Moreover, not only does the book investigate the inner workings of  retro and 
related industries, but the larger issues like the cynicism nostalgia gets and if  the phenomenon is 
here to stay or is just a historical phase. Thus, forming a pivotal background for the objective of  the 
thesis. 

A further deep dive into the subject is made clearer through the lenses Svetlana Boym presented 
in her book “The Future of  Nostalgia”(Boym, 2001). She elucidates on the types of  nostalgia that 
exist, mainly restorative and reflective, which seem crucial when one deals with simulating the past 
as a process. She mentions that while “Restorative Nostalgia” attempts a reconstruction of  the past 
and a return to the original stasis, “Reflective Nostalgia”, on the other hand, fears the “return”, 
fosters creation, and is rather concerned with historical and individual time (Boym, 2001, p. 14). 
This classification proved instrumental in understanding the process of  the creation of  nostalgia as I 
started working on the projects.

A sound grip on the vocabulary of  motion graphics and the tools involved is imperative in 
understanding the process of  creating nostalgic motion graphics. Ron Brinkmann’s “Art and 
Science of  Compositing”(Brinkmann, 1999) came in handy for the same and covered a wide range 
of  topics from basic image creation, representation, and manipulation, to a look at the visual cues 
that are necessary to create a believable composite. An early introduction to this guidebook helped 

2.1 Crucial Readings
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understand certain related terminology that deemed necessary to examine the history of  motion 
graphics and associated nostalgia. 

Through most of  the texts parsed so far in the literature review, a scarcity of  literature that 
investigated nostalgia as an immediate design issue in visual communication practices was felt. The 
usual notions around nostalgia being backward-looking, brooding, or sentimental might be some 
of  the reasons. Not only do these notions discourage research into the unknown but have also been 
contradictory to the contemporary experience wherein people seek refuge in nostalgia. Given this 
lack of  literature and more so in visual design and motion graphic design, the research statement 
seemed all the more motivating.

This, however, has not been the case with other fields of  study like psychology and sociology, 
wherein the theory pertaining to nostalgia has been re-evaluated and refreshed given the 
contemporary phenomenon and the indulgence associated with it.  Davis(1979), for instance, 
regards collective nostalgia as a societal balance mechanism that usually works after radical changes 
in society (Davis, 1979, p. 34). Hence, design research focused on the nostalgic phenomenon and 
nostalgia, in general, would hopefully encourage visual designers to seek out opportunities to create 
informed nostalgic experiences. 

The following section aims to enlist some specifics of  nostalgia, without delving too deep into them, 
that might prove to be a steady bedrock for creating a well-informed nostalgic narrative. 
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According to the Merriam Webster dictionary, nostalgia is defined as “the state of  being homesick” 
or “a wistful or excessively sentimental yearning for return to or of  some past period or irrecoverable 
condition” 1 . However, whether the sentiment is positive or negative is still undefined. Contrary 
to the early classification of  nostalgia as a disease, for instance, by Swiss physician Johannes Hofer 
(1688) who coined it, most contemporary studies classify nostalgia as an emotion (Hofer, 1688/1934, 
p. 376-391). Davis(1979), for instance, as a member of  the researchers who perceive nostalgia as a 
positive emotion, exclaims that “nostalgic feeling is almost never infused with those sentiments we 
commonly think of  as negative”(Davis, 1979, p.14). It is “a positively toned evocation of  a lived 
past” and “infused with imputations of  past beauty, pleasure, joy, satisfaction, goodness, happiness, 
love...” (Davis, 1979, p. 18). This positive aspect of  nostalgia might cite a good reason to explain 
human tendencies to be voluntarily attracted to nostalgia-evoking artifacts. Thus, it becomes crucial 
as a visual communication designer to delve into the subject to design better experiences for the 
greater good of  humanity. 

1 See https://www.merriam-webster.com/dictionary/nostalgia

2.2 Defining Nostalgia
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In their essay “Nostalgia and Its Value to Design Strategy : Some Fundamental Considerations” 
(Xue & Almeida, 2011, p.6), the authors cite researchers Holak and Havlena (2008) who classified 
nostalgia and various dimensions of  nostalgic experience as shown in Fig.2 (Holak and Havlena, 
1998, p. 217-226). The essay, although aimed at product design, proved vital in forming basic 
understanding of  nostalgia that could be borrowed to visual communication design practices. 
 
The illustrations in both Fig.2 and Fig.3 helped me situate the strategy to design the nostalgic 
audiovisual narratives required for the research purpose of  this thesis. Xue and Almeida (2011) 
further clarify that though this classification of  nostalgia in the shown groups can work theoretically, 
the different constituents interact with each other in indistinguishable forms in actual practice (Xue 
& Almeida, 2011, p.9). Hence, although the classifications illustrated in this section work together 
as a sticky system, understanding their existence helped me make conscious choices in the course 
of  the projects initiated. Furthermore, though the choices may be fused with other consequential 
choices made during the project, as would be discussed in respective sections, the knowledge cited 
in this section may, nonetheless, prove essential to designers venturing to elicit a nostalgic experience 
through their work. 
 
It may be noted that I have assumed the terminology used in the cited figures to be self-explanatory 
and have consciously not elaborated on the classification here for which the cited reference may be 
referred.

2.3 Constituents and Types of  Nostalgia
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Before undertaking and producing projects that aim to evoke nostalgia as a primary emotion, it 
was crucial to understand the inner workings of  it. To design for a specific experience, designers 
shall investigate and understand their target group of  potential users, the underlying concept of  
the experience and the context within which the project is placed; and then, based on an empathic 
understanding of  the user(s), shall the appropriate positive interaction design elements or stimuli 
be constructed (Koskinen, Battarbee, & Mattelmäki, 2003). In a similar manner, a process to evoke 
engaging nostalgia could, thus, be formulated. 

Haian Xue (2017) in his doctoral research “On Design and Nostalgia” realizes the potential of  
nostalgia in product design context and elucidates the mechanics of  a nostalgic experience of  
the consumer (Xue, 2017). The learnings from his research, though aimed at product design 
and consumer experience design, were crucial in forming an understanding of  nostalgia and its 
effects on the audience and helped me plan the projects aimed at the research statement. Based 
on his understanding of  memory retrieval in the context of  nostalgia, he proposes a heuristic 
model to elaborate on the underlying process of  nostalgia(Xue, 2017, p.116). He also abbreviates, 
for simplicity, the experience generated by objects or texts fabricated specifically to evoke the 
emotion of  nostalgia in the onlooker as “Design-evoked Nostalgic Experience i.e. DENE” (Xue, 
2017, p.116). Fig. 4 shows the DENE model that can be further dissected into three main sections 
shown. Its neat hierarchical order clearly establishes the underlying process of  a created nostalgic 
experience when read from bottom to top. Without indulging in the specifics of  the model or 
elaborating on the terminology used in it, for which the above cited research may be referred, I shall 
specify its relevance in my own research context. 

It was clear, as a visual communications design project, that the outcome was contextually 
dependent on the vision and sound aspect to evoke nostalgia. Albeit created out of  my own nostalgic 
experiences, the projects aimed to serve a larger audience. These, of  course, excluded children 
roughly below 12-14 years old who might be unaware of  my references used in the projects; and 
conversely true, their nostalgic references are outside my knowledge domain. Speaking of  which, 
my knowledge domain and personal nostalgia is also heavily situated in the context of  India. Thus, 
it may be imperative to understand that though the projects aimed to cater to a global audience, 
Indian audience and diaspora may derive larger meaning out of  them per my origin. This is in no 
way by design, but in utter honesty that I could only truthfully tell the stories that I was aware of; 
and that nostalgia, by its definition, is intrinsically informed by a person’s life and their influential 
and formative years. 

2.4 Nostalgic Experience Design :  
Design-evoked Nostalgic Experience (DENE)  
Heuristic Model
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Xue (2017) clarifies that nostalgia as an experience “entails nostalgic memory retrieval, including 
both explicit memory (e.g. recalling a meaningful nostalgic episode) and implicit memory (e.g. 
feeling an aesthetic preference formed during one’s formative period of  development)” (Xue, 
2017, p.118). It was, thus, clear that the projects shall tap in into historic references and aesthetic 
qualities to create the desired nostalgic experience. Explicit memory of  the audience was beyond 
my control, but I could instead focus on the implicit memory by ensuring aesthetic accuracies of  the 
cultural memory shared by the audience. I shall vet the created projects as per the above mentioned 
DENE heuristic model in the discussions chapter to verify if  the constituents of  the model were 
appropriately followed and if  they created the desired nostalgic effect. 

Xue further professes that a product may be perceived desirable or undesirable based on the 
aesthetic experience it provides and, thus, leads positive or negative emotions in the user (Xue, 
2017, p. 121). Nostalgia on an emotional level has been sought out as one that is therapeutic and 
prospective (Boym, 2001, p. 155). It is this positive aspect related to nostalgia that further motivated 
me to indulge in the projects and create the visual narratives thematically informed by nostalgia. 
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British music critic Simon Reynolds in his book “Retromania: Pop Culture’s Addiction to Its Own 
Past”(Reynolds, 2011) defines the word “retro” as a “self-conscious fetish for the period stylisation 
(in music, clothes, design) expressed creatively through pastiche and citation”(Reynolds, 2011, p.xii). 
He further elaborates that “retro” always concerns a person’s immediate past in their living memory 
and, hence, stems from nostalgia (Reynolds, 2011, p.xxx). He cites “Retromania” as the “entire 
range of  contemporary uses and abuses of  the past” (Reynolds, 2011, p.xiii). Although referred here 
with cynicism, I would like to consider this phenomenon as a more welcoming one given the positive 
effects of  nostalgia (Boym, 2001, p. 155). To further understand the intricacies of  the phenomenon, 
I opted for a participative approach by informing my project choices and the related narratives 
under the domain of  nostalgia. Situating the projects under this domain would not only motivate 
me to investigate the phenomenon, but would also help me observe the operations of  it in action.

2.5 Understanding nostalgia  
through participatory approach
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Given my familiarity with the socio-cultural landscape of  India and its cultural history, my origins 
were a crucial factor in forming the basis for the narratives involved in the projects. As per its 
definition, nostalgia is essentially the retrieval of  personal past memory. Thus, I found it imperative 
to use this past knowledge base to create rich narratives through moving images. The projects, 
although aimed to serve a larger global audience, were speculated to evoke richer nostalgic emotions 
in the Indian audience and diaspora. 
 
Narrowing down the subject of  narrative to the Indian context also helped me focus better on the 
process of  creating the moving image narratives. This way I could treat the otherwise subjective 
moving image projects more objectively and analyse the procedural details of  the object creation. 
However, sufficient context that informed the involved nostalgic narratives in these projects is 
provided in the process documentation to not alienate the reader. To understand a phenomenon 
as broad and trivial as nostalgia, it was crucial that I focused on specific subjects in the nostalgic 
narrative rather than create a wider but poorly informed range of  projects for the research. Quality 
over quantity was indeed a primary motivation for the choice of  the subject for the moving image 
projects.

2.6 Narrowing research scope  
to the Indian context
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As a visual communications designer, my familiarity of  tools lies with ones used to create 
audiovisuals, namely animations and films. I also see animation and films as a culmination of  my 
graphic design knowledge. Amongst several visual communication design practices, I sought the 
audiovisual format for the nostalgic narrative projects due to several reasons. First, the format opens 
up experimentation with various visual narrative techniques, thus, allowing the possibility to explore 
the nostalgic narrative in specificity without worrying about the medium. Secondly, the format 
also allows efficient communication across various digital and online platforms with a wider reach 
in contemporary mass media culture; in turn, ensuring a larger audience. Keeping the medium 
restricted to the audiovisual format across the two projects also allowed better comparability 
amongst the projects and created a cohesive material for research purposes. Although the tools 
involved need a larger discussion, I have tried to elaborate on my specific choices within the tools in 
the process documentation. Marriage of  sound and visual is also crucial in the audiovisual format. 
The projects were, thus, crucially informed by the sound choices made for them. Although the 
specifics of  sound design are beyond the scope of  this research, the same have been discussed in 
project documentation. 

2.7 Reflection on own practice  
and choice of  medium for the experiments
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03 METHODS

The inner workings of  nostalgia and the related contemporary phenomenon of  “retromania” 
(refer section 2.1) were examined and understood through the processes involved in the creation of  
the audiovisual projects, thus making it a practice-led research methodology. To understand how 
nostalgic narratives can be created through audiovisuals, appropriate literature that informed the 
creation of  the narratives as well as the narrative itself  was examined. Through the documentation 
of  the process and recording the reception of  the audiovisual projects at the receiving end, I was 
trying to understand how nostalgic audiovisuals can be created wherein they may or may not 
produce the desired effect at the receiving end. Furthermore, through documenting the self-initiated 
projects from its conception, production and reception, I was able to study, albeit not analytically, 
the ways nostalgic narratives can be designed, indeed with good intent. I also engaged with two 
distinct techniques to create nostalgic narratives, i.e. motion graphics and archival filmmaking, to 
observe various ways the suitable types of  audiovisual narrative work towards the aim of   
the research. 

3.1 Practice-led Methodology
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Primary motive of  undertaking audiovisual experiments that could create a nostalgic narrative was 
to partake in the contemporary “retromania” (see section 2.1) phenomenon and understand the 
intricacies of  it through learning by doing. In this study, most of  the observations were recorded and 
analysed during the creation processes, and some were later added upon observing the reception of  
the audiovisual narratives. Via documenting the process, I was also, for the first time, documenting 
my methods of  creating audiovisuals that, I wish, may shed some light upon processes of  making 
nostalgic narratives in the audiovisual domain for public use. 
Autoethnography is defined as “an approach to research and writing that seeks to describe 
and systematically analyse (graphy) personal experience (auto) in order to understand cultural 
experience (ethno)” (Adam, Ellis and Jones, 2017, p.1). Formally recording the methods I used 
to create the audiovisual narratives to participate in and understand the contemporary nostalgic 
phenomenon may, thus, be categorized as autoethnography. Subjectivity of  my personal nostalgic 
experience involved in creating the nostalgic narratives is also crucial to note, as autoethnography 
also acknowledges the researcher’s influence on the research and its inherent subjectivity (Adam. 
Ellis and Jones, 2017, p.2). The thesis, however, fails to document the project processes beyond my 
control i.e. to say, record of  my own subconscious actions and thoughts while creating the projects. 
The same could have been attempted through a “behind the scenes” audiovisual recording myself  
while working on these projects.

3.2 Process-oriented Autoethnography
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04 EXPERIMENTS

As a reflection on one’s own practice, I have found that the best working conditions for a good 
output have been one with some constraints. Started in 2014 by Barcelona-based graphic designers 
Nina Sans and Rafa Goicoechea, the 36 days of  type has been an annual online summit across 
various platforms (now predominantly on Instagram) wherein artists around the world have been 
actively participating with great enthusiasm (See http://www.36daysoftype.com/). Democratically 
speaking, the simple constraints of  coming up with one’s own interpretation of  the roman 
alphanumeric sequence have been a crucial factor for the huge participation. Followed by a leftover 
itch of  producing motion design after the Motion Graphics and Production course last spring,  
I found the idea of  rapidly producing artworks with these constraints to be quite enticing. 

The next step was to zero in on a theme I could commit to for the coming 36 days. It was my 
personal inclination towards the early days of  motion graphics and their simplicity that gravitated 
me towards them thematically. This as well seemed to be a good opportunity to explore the 
contemporary nostalgic phenomenon while participating in it per the aim of  this thesis.

I would also like to argue that the current mass interpretation of  retro motion graphics is often 
misinterpreted. The ease of  access to Retro Filters, the noise and blur overlays simply do not justify 
any content to qualify as nostalgic, unless the content itself  justifies its position in cultural history. 
This further motivated me to experiment with the content of  the 36 explorations and often take a 
departure from their timely setting to test if  the output was interpreted as nostalgic. 

The rapid deadlines called for a system to exist in a place for these explorations to be quick as one 
can often wander into the realm of  exploring and not knowing when to stop. The system involved 
confirming basic settings, namely the video resolution, typography, and overlays, to maintain a 
consistent aesthetic. 

As an additional constraint, I further divided the 36 explorations into time periods or eras to span 
across a significant period of  early motion graphics history. The eras also called for extensive 
research that in turn opened up new avenues in terms of  the content of  the motion explorations. 
These new trajectories also meant scaling up of  production time involved which then led me to only 
explore the alphabets of  the series and leave the numerical for some other time, covering yet another 

4.1 Retro Alphabets Series

4.1.1 Project Context
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stylistic era that deployed early technologies of  3D animation and used ‘Smooth Jazz’ 2 as a genre 
for background music.  

This project, in turn, became the focal point of  my thesis for a good amount of  time of  the research 
period, often indulging me in tracking related literature, hunting down reference footage, and 
understanding filmmaking theory to make up for subliminal knowledge. All the activities pursued 
during this time weaved together the thesis quite organically and led me to the end project (See 
Chapter 4.2) further expanding my curiosities over the subject of  nostalgia and its implications on 
visual culture.

2 See https://www.allmusic.com/style/smooth-jazz-ma0000002860
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Searching for the most concise definition of  motion graphics, author Louis Sandhaus(2006) 
summarises it the best in present-day terms as follows:

“Motion Graphics is the contemporary term used to describe a broad field of  design 
and production that embraces type and imagery for film, video, and digital media 
including animation, visual effects, films titles, television graphics, commercials, multi-
media presentations, more recently architecture, and increasingly digital/video games.” 
(Sandhaus, 2006, p.1) 

The definition also highlights the interdependence of  various disciplines of  visual communication 
design, thus, making it a motivating medium to explore via the pursued research.

Following summary compiled by University of  Sao Paulo Professor João Paulo Amaral Schlittler, 
Ph.D. (2015) provides a brief  overview on the history of  Motion Graphics and its associated 
pioneers, each of  whose work can be studied through their audiovisuals available over YouTube per 
interest:

4.1.2 Motion Graphics: Definition, History  
and Identified References
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Another innovation worth mentioning that propelled the direction and aesthetics of  motion 
graphics would be ‘Scanimate’. Developed by the Computer Image Corporation of  Denver, 
Colorado, Scanimate (See https://en.wikipedia.org/wiki/Scanimate) is an analog video synthesizer 
that became “predecessor of  many modern motion graphics plugins and controls” and was quite 
instrumental in shaping the aesthetic of  motion graphics of  the 70s and 80s era (Campbell, Sieg, 
2016). Online examples available of  the motion graphics created using this technology served as key 
references to narrow down the aesthetic quality of  the nostalgic audiovisuals created in this project. 

Once sifted through the internet archive of  early motion graphics (predominantly over YouTube), 
I decided to limit the material I refer to, or rather paid an homage to in the context of  this thesis, 
to the Indian motion graphics of  the 60s and 70s era. Choice of  the time period came in naturally 
due to the early adaptation of  motion graphics, mainly in mass media of  the time i.e. film openings 
and TV idents or motion logos. In order to draw a contrast and provide an instance of  absence 
of  motion graphics in times when they were not available, I also drew in some examples from the 
monochrome and early color films of  the 50s and 60s era. It is speculated that most of  this early 
motion graphics work was produced at India’s first large scale motion picture post production studio 
Prasad Studios that was founded in 1956 (Fossati, 2009, p.191). 

A fortunate find and a key resource used in this project was the youtube channel “Cruiseshipz 
Studios” 3. Created by 28-year old bindery and mailing assistant from New Berlin(WI), Craig St. 
Clair, who is clinically autistic, the channel is an outlet for Craig wherein he has carefully curated 
motion logos from around the world 4. This curation also serves as a rich archive and so was the case 
for my project wherein his video focusing on India 5 was a key reference point, not only as a visual 
reference but also for the soundscapes that were utilized later in the project. Also, it is crucial to 
note that Craig St. Clair has methodically curated the logos in such an astute fashion that they are 
arranged in their chronological order, for instance ones belonging to a particular production house, 
in the video. One can thus infer a transition in the treatment to motion logos as the technologies 
involved advanced with time.

3 See https://www.youtube.com/channel/UC4f3tc2XlhceReOqqZW0P8A

4 See Craig St.Clair’s TED Talk at https://youtu.be/xt6sY_Yegic

5 See https://youtu.be/CMg3jzyxnmU
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After an exhaustive visual survey of  the motion graphics (see examples in fig. 6,7,8 and 9), following 
aesthetic affordances that were common to most of  the motion graphics/logos surveyed were 
identified. This was imperative to ensure that a historically accurate and thus a nostalgic audiovisual 
could be formed. The affordances can be listed as follows:

 » Old Television/VHS Tape Glitch or Transmission Errors
 » Blurriness i.e. Poor Legibility
 » Simple Linear Motion i.e. no complex movements performed due to technical limitations
 » Manual Error (in case of  physically produced motion logos)

Most of  the above listed affordances are qualities of  a poor image. The importance of  the poor 
image in contemporary media is crucially studied and highlighted in the project documentation 
of  the archival film project discussed later in the thesis. As mentioned earlier, to span over a wider 
period of  time in the history of  motion logos in India, I also attempted to recreate some logos that 
were created physically and shot on film. Due to the technologies available at that time, introduction 
of  manual error was clearly evident. I sought this as a crucial quality to make the audiovisuals 
historically accurate. Also worth mentioning are other physical ornamentations such as artificial 
smoke used to make these motion logos impactful at that time. 

4.1.3 Inferred Aesthetic Affordances
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To create the audiovisuals on a daily basis, I created a system for myself  to adhere to. This ensured 
that I could focus better on the content of  these audiovisuals than the technical treatment of  them. 
Key aspects of  the system are as listed below:

  » Usage of  audiovisual number that mimicked television channel number aesthetic
  » Color gradient overlay that grouped the audiovisuals pertaining to a particular theme/era  

 and maintained consistency
  » Usage of  glitch overlay that simulated the aesthetics of  an old television transmission and/or  

 of  VHS tapes
  » Typography to signify the letterform at the end of  the audiovisual employed the freely  

 available typeface ‘Lot’ 6 from fontfabric as skeleton. It may be noted that some departures  
 from the typeface’s structure were taken and customised as per the need of  the audiovisual.

It was crucial for the audiovisuals to seem historically accurate that they utilized appropriate sound 
design. Given my inexpertise in the field of  sound design, I borrowed the sounds from the key 
reference video (see section 4.1.2) from the Cruiseshipz Studios youtube channel mentioned earlier. 

Tools used in the creation of  the audiovisuals were Adobe AfterEffects™ for 2D animation purposes 
and introduction of  the above mentioned aesthetic affordances. Audiovisuals mimicking physical 
motion logos displayed in fig. 7 were first created in Maxon’s Cinema4D™ to simulate a physical 3D 
environment and then treated through Adobe AfterEffects. 

Given the increasing complexity of  the audiovisuals due to indulgence in 3D animation in later 
stages, I could only cover the alphabets and left out the numerals for future exploration. The 
complete series can be found at: https://vimeo.com/468030405/105ec32d14 

4.1.4 System

4.1.5 Soundtrack

4.1.6 Tools

4.1.7 Outcome

6 See https://www.fontfabric.com/fonts/lot/
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In order to delve into the very idea of  the poor image and carry out an experiment through 
participation in the retrowave, I conceptualised and executed an archival short film. The film 
further helped me widen my understanding of  designing a nostalgic visual narrative while honing 
my film editing skills. My primary motivation to undertake an archival film project was to focus 
on a narrative, to engage with the archival material in context, and thereby, dig deeper into what 
constitutes nostalgic experience. The project as well helped me understand the practicalities of  
the DENE model (Xue, 2018) when applied in action. Through my personal practice as a moving 
image designer, the project further added to what I would consider a retrospection in motion. 

Based on the collective nostalgia described earlier, a worldwide phenomenon to seek out comfort 
in the past was observed in the peak of  the COVID-19 pandemic in year 2020 (Yeung, 2020, 
p.180). Old films and TV programmes were re-telecasted to a home-bound audience. Social media 
platforms saw a surge in people sharing old memories, reminiscing what to them were ‘simpler 
times’. Around the same time by the end of  the spring semester, I found myself  heavily indulging, 
maybe as a coping mechanism, in films and audiovisual material that shaped my growing years: 
ranging from old TV commercials from the 90s and films made in the 60s and 70s era. A prompt 
from Prof. Arturo Delgado Pereira, Department of  Film, Aalto University, regarding archival 
filmmaking, and how it utilizes archival material, showed me the much needed focused light in an 
otherwise confusingly wide abyss of  nostalgia (given the amount of  literature that exists on it in 
other fields of  study). 

My personal inclination to the 60s/70s era of  the Indian filmmaking scene is due to its experimental 
nature wherein artists of  the relatively newly independent India were in pursuit of  their own 
individual voices. The artists were further encouraged by the government financially, albeit under 
a propaganda of  encouraging the diverse Indian audience to identify itself  with the new ideas of  a 
nation. The era is often quoted as the ‘golden era’ under film critics and art historian circles given 
the nature of  experimental, culturally radical, and free-thinking material produced. However, as 
noted Indian film director Ashim Ahluwalia mentions in one of  his interviews 7, India, until recently, 
never maintained a film archive as ideologically it believes in the very idea of  karmic cycles and that 
new materials shall take the position of  the old ones. The website internetarchive.org thus came 
in handy at a moment like this. Although a lot of  material produced in the previously mentioned 
golden era remains hidden or lost, I was still able to access a good amount of  instructional films 

4.2 In Hi Ko : Archival Film

4.2.1 Project Context

7 See Ashim Ahluwalia’s interview about his film ‘Events in a Cloud Chamber’ that deals with past recollections 
https://youtu.be/VlT6bCt0K_c 
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commissioned by the government in this particular period. These were produced by noted Indian 
“parallel wave” filmmakers and quite reflected so (Kishore, 2018, p.226). The instructional films 
largely covered topics such as population control, the importance of  industries, investment planning, 
youth empowerment, and geographical and cultural ethnographies. Visually these served as a good 
bank of  images that could be repurposed for the narrative into consideration. 

Undertaking this project in the midst of  the lockdown also informed the narrative I chose to 
illustrate. While participating in collective nostalgia I observed myself  also indulging in a personal 
nostalgia with memories from childhood surfacing in the material collection phase. The classical 
definition of  nostalgia also seemed to be under play wherein I found myself  if  not literally but 
metaphorically longing for the homeland. I was observing the circumstances in India from a 
distance and was further informed through family and friends. The project, thus, also worked 
in therapeutic ways to channelize my anxieties and reflections over the period. All the ideas and 
inspiration I gathered through the course, the situation, and my indulgence with nostalgic mementos 
all weaved together and shaped the project quite organically and I was ready to spend the next 
month editing the film while being ‘homebound’.
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“‘Is all garbage like this? Only waiting for the talented viewer?’ Perhaps. But the first ‘talented viewer’ 
is the filmmaker who must decide how best to ‘use it’— which means finding the best way to turn us into 
‘talented viewers’ too.” (Ken Jacobs, filmmaker, n.d.)

This quote seems to give an appropriate gist to the intent, the process, and the outcome of  
archival filmmaking. Archival and found footage films are definitely not a new phenomenon in 
visual narratives. In fact, exciting contemporary film examples show us that it is a trend very 
much alive. In addition, practices of  appropriation, resignification, and remix, which are at the 
core of  archival and found footage filmmaking, help us to reflect upon fundamental aspects of  
documentary representation. Moreover, these practices are also an overwhelming presence in our 
lives as demonstrated by the numerous internet memes, gifs, and repurposed material that most of  
us encounter every day. These are also instrumental in representing several countercultures in our 
contemporary existence as is duly noted through internet memes. 

The world is saturated with images and we keep producing and distributing more and more of  
them. However, many filmmakers/visual storytellers have opted for recycling images in their quest 
for expressing their own vision of  the world. A discussion is thus imperative to explore different ways 
in which the recycling of  images is both a creative practice and a political act.

The following sections elaborate upon the considerations of  the archive itself  i.e. what it does and 
doesn’t contain; and why shall one interrogate it in the first place. To understand further nuances, 
considerations of  the image in the context of  its contents and what it suppresses are looked upon. 
Primary references for the same have been Jamie Baron’s “The Archive Effect: Found Footage and 
the Audiovisual Experience of  History” (Baron, 2014) and William C. Wees’ “Recycled Images: The 
Art and Politics of  Found Footage Films” (Wees, 1993).

4.2.2 Archival Filmmaking
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Merriam-Webster’s dictionary definition of  the term ‘archive’ 8 states it as a repository or a 
collection of  information; and for a good while it was perceived so until it was studied more 
in the historical narrative and reframed. Canadian researcher and film studies professor Jamie 
Baron(2014), in her book “The Archive Effect: Found Footage and the Audiovisual Experience of  
History” (Baron, 2014), cites several theorists like Hayden White(1973), Michel Foucault (1969) 
and Jacques Derrida(1974) who have examined “the archive” as a system that dictates historical 
narratives(Baron, 2014, p.12-13). 

Baron (2014) quotes Foucault(1969)’s essay “The Historical a priori and the Archive”(Foucault, 
1969) and elaborates on it further as follows: 

“Rather than viewing the archive as a repository of  unmediated evidence about the 
past, Foucault saw it as a particular structure of  power in which particular kinds of  
documents are kept in a particular order, thereby delimiting the possibilities of  what 
may be said about the documents and, indeed, of  knowledge itself ” (Baron, 2014, p.13)

In this manner, it may be said that Foucault(1969) proposed the study of  the archive in synonymity 
with archaeology i.e. study of  the past through its material remains. 

Baron(2014) further expands on the notion of  archives by quoting Jacques Derrida(1974) who, 
in turn, argues that archives are organised “according to the logics of  power” that dictate a 
selective curation of  facts and historical occurrences, thus, playing a creational role than simply 
preservational (Baron, 2014, p.13). 
 
 An intriguing prompt made by Baron(2014) further got me curious into the process of  using 
archives. She claims that due to the interdependency of  the audiovisual documents and their sources 
i.e. the archives, appropriations of  the documents in new forms may alter the very sense of  what 
constitutes the “truth” in contemporary socio-cultural landscapes as the sources themselves are ever 
evolving and shape-shifting in response to time (Baron, 2014, p.16). The sticky relationships between 
the archival material and their sources and my personal interest in the Buddhist concept of  cyclical 
time motivated me to think holistically about the project in its early stages. Moreover, it became 
crucial to understand the inner workings and effects of  audiovisual archives at the onlooker. 

Baron(2014) refers to the category of  films that deploy archival material as “appropriation films” 
(Baron, 2014, p. 24). She further suggests a categorization to what gives rise to the viewer’s 
experience of  the “archive effect” i.e. a sense of  realisation that the audiovisuals used in such 

4.2.2.1 General Considerations about the Archive

8 See https://www.merriam-webster.com/dictionary/archive 
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films are functionally and temporally displaced (Baron, 2014, p.19). The experience, Baron(2014) 
proposes, mainly consists of  a sense of  “temporal disparity” and “intentional disparity”(Baron, 
2014, p.24). Temporal disparity provides the viewer of  an appropriation film a sense of  the time 
passed i.e. the recognition of  the archival document as is; and the difference between the past 
context of  the document and its present effect generated within a single text. Not only does the 
onlooker understand the epistemological effect of  the text, but also experience a feeling of  lost time, 
thus observing nostalgia.

“Intentional disparity”, on the other hand, is an understanding one may have after observing an 
archival text of  the displacement of  its earlier intended uses (Baron, 2014, p.39). Baron(2014) 
elaborates on this as the dominant sense generated by the text “of  coming not from some 
other time but from a different intent” (Baron, 2014, p.38-39). A crucial emphasis is put on the 
onlooker’s “extratextual knowledge” in their response to why the particular archival text was (re)
appropriated in the first place(Baron, 2014, p.40). She illustrates this concept by citing an example 
of  the usage of  a terrorist propaganda archival video in a fictional film to provide an evidential 
context to the bombing covered in the film. Moreover, the archival material, when considered in 
isolation, seemingly always comes “veiled with layers of  speculation, subjective evocation and poetic 
ambiguity” (Lawder, 1992, p.115).

My curiosity to work with archival material was, thus, further fueled by the ways archival 
filmmaking challenges established historical narratives that the archives may carry with them due to 
their evidential nature. Through recontextualization, I was tempted by the potential meanings the 
outcome (in context of  its origins) could take – essentially new, seemingly even contradictory, and far 
more than the original intentions.
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Given the investigative nature of  the thesis, it was important for me to place the theme and the 
practice of  the project in contemporary thought. An essay written by Hal Foster in 2004 came in 
handy in thinking around the use of  the archive in artistic practice and the way archives work to 
provide inspiration for modernist practices. 

In the essay “An Archival Impulse”(Foster, 2004), art historian Hal Foster considers usage of  the 
archives as “an idiosyncratic probing into particular figures, objects, and events in modern art, 
philosophy and history” (Foster, 2004, p.3). In the essay, Foster sheds light on some characteristics of  
artists working with the archival material. Some may be listed as follows:
 » Artists working with the archival material strive to resurrect “displaced and lost historical  

 information” in their current times (Foster, 2004, p.4).
 » They make the found text further accessible and succinct. 
 » They quite often utilize “the installation format” in the process of  doing so, tapping its non- 

 hierarchical spatiality in their favour (Foster, 2004, p.4).
 » They make use of  recognizable sources i.e. the archives of  mass culture, to ensure a  

 “legibility” that can then be displaced; at the same time they can be obscure and can be  
 extracted with a motive of  challenging establishment as “alternative knowledge or counter- 
 memory” (Foster, 2004, p.4). 
 
Foster also notes that this practice of  archival samplings also comes with an inherent rebellion, an 
“anarchival impulse” (Foster, 2004, p.5) that questions the postmodernist ideas of  originality and 
authorship. It also displays tendencies to being drawn to unknown territories with its investigative 
nature. This impulse towards the unexplored and unfamiliar sources could also be linked to 
our “Gestaltian” 9 human tendencies to “complete” i.e. to make meaning out of  the scattered 
information and create a whole – and in the process, quench our creative yearnings.  

4.2.2.2 The Archival Impulse

9 See https://www.britannica.com/science/Gestalt-psychology
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It was further crucial to understand the various aspects of  image and its nuances within the world 
of  archives. Jamie Baron (2014) helps elaborate on the contextualization of  images in this regard. 
She quotes documentary scholar Bill Nichols(1994) who explored the link between document, 
documentary, and history (Baron, 2014, p.22). Nichols dismisses the motives and the potential of  the 
documentary to ever be sufficient enough to capture the “real” and states that the real “will always 
exceed this attempt at containment” (Baron, 2014, p.22). 

Baron(2014) further suggests a potential of  the archive in the way that the meaning of  the archival 
material can be desirably moulded when placed in different “interpretive frameworks”(Nichols, 
1994, p.29; Baron, 2014, p.15). These endless possibilities of  interpretation, or the said re-
interpretation, of  the archival text signal the multiplicity of  truths that can be derived from the 
archival documents i.e. a factual truth about the past may never be achieved in a metaphysical 
sense. This signalled freedom opens up wide possibilities and “makes the archive a site not only of  
repression and limitation but also of  possibility”(Baron, 2014, p.26). 

Inferences, thus, drawn from Baron’s text helped me confide in the raw materiality of  the archival 
footage for the aimed nostalgic audiovisual. The text also helped me justify that my choice to work 
with the archival footage was not informed by obsessions or prejudices but was to actualize the 
potential that lied in them.

4.2.2.3 General Considerations about the Image
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In order to move ahead in the process, it is imperative to put down certain definitions of  archival 
and found footage in order to clarify their associated meanings. Catherine Russell (1999), Jaime 
Baron(2014) and William C. Wees(1993) have studied and articulated these astutely in their notable 
books and essays. Instead of  indulging in rephrasing their shared terminology which may lead to 
some loss of  meaning, I would instead prefer to quote them directly from their works. Some excerpts 
from their texts that elaborate on these terms can be found below:

 » “The terms ‘archival footage’ and ‘compilation film’ have been associated with  
 documentaries that are believed to convey ‘history’ through their use of  and primary  
 dependence upon appropriated documents” (Baron, 2014, p.19). 
 » “The terms ‘found footage’ and ‘found footage film’ have been associated with  

 experimental films that, rather than presenting ‘reality’ or ‘history’ and using the footage they  
 appropriate as historical ‘evidence,’ problematize the construction of  ‘facts’ through a  
 reflexive interrogation of  media images” (Baron, 2014, p.19)
 » Found footage materials can be listed as “Newsreels, documentaries, propaganda films,  

 educational films, industrial films, travelogues, stock shots,  archival footage, cartoons,  
 pornographic films, early silent films, Hollywood feature films (sic), TV ads, game shows,  
 news programs, and the rest of  the detritus of  the film and television industries” (Wees, 1993,  
 p.12).
 » “Found-footage filmmaking, otherwise known as collage, montage, or archival film practice,  

 is an aesthetic of  ruins…A montage of  memory traces, by which the filmmaker engages with  
 the past through recall, retrieval, and recycling” (Russell, 1999, p.238). 
 » “The found image always points, however obliquely, to an original production context, a  

 culturally inscribed niche in the society of  the spectacle, be it Hollywood, home movies,  
 advertising, or educational films” (Russell, 1999, p.238).

4.2.2.4 Defining Archival and Found Footage
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Catherine Russell(1999) mentions a need to utilize “the excess waste of  consumer culture” in 
her essay “Archival Apocalypse: Found Footage as Ethnography”(Russell, 1999) that supported 
my intentions with the project. The 21st Century is flooded with what I would like to term as 
“audiovisual footprint”, consisting of  all audiovisual data over the internet and in the public and 
private archives. It calls upon recycling them through methods that may be far more economical 
than investing in creating new material through visually rich yet costly media technologies. 

Utilizing archival material is not only resourceful, but the footage also carries with it its historical 
significance. A reflection of  life in a media-saturated world is succinct to read through a collage film 
made with archival footage. These recycled images also imply an “intricate mosaic of  information, 
entertainment, and persuasion” that the regularly encountered media in our postmodern lives 
consists of  (Wees, 32). Apart from being a less technologically and human resource intensive process, 
archival filmmaking proved to be a wise choice of  medium to explore the nostalgic narratives due to 
this layer of  reflection on the contemporary media world that it carries with it.  

4.2.2.5 A Media Saturated World



56

It was quite consequential that I laid down some film editing strategies and techniques to put 
together the archival material before I set off on the lookout for the archival material. Both 
Catherine Russell(1999) and William Wees(1993) have noted some pivotal techniques that archival 
artists have deployed through and with history. Apart from the intrinsic and thus far elaborated 
“appropriation, recycling and re-presentation” techniques mentioned by Russell (Russell, 1999, p.4), 
following are some general strategies followed by some significant concepts to bear in mind.

Following are some key highlights gathered from a talk by film editor Tyler H. Walk at the “Radical 
Appropriations: Rewriting the Archive” conference organised by UnionDocs 10

 » One shall find an internal logic while creating a narrative weaved through archival footage. 
 » Viewers shall have enough information, either visually or contextually, throughout the course  

 of  the runtime for the narrative to be comprehensible.
 » While scavenging through the archives, one shall be on a lookout for moments that have  

 presence extending beyond the screen, that is to say that they are embedded with more  
 textual meaning not limited to their visual or situational information.

Apart from the above pointers, Wees(1993) also mentions usage of  “shot-to-shot associations” that 
“link the shots conceptually, metaphorically, and thematically” (Wees, 1993, p.15).

It is also imperative to understand the very nucleus of  these techniques i.e. the “Kuleshov Effect” 
11 . Russian filmmaker and considerably one of  the first film theorists Lev Kuleshov, through his 
cinematic demonstrations in the 1920s, professed that, as compared to a single displayed visual, 
onlookers tend to derive more inference through the association of  two visuals when played in 
sequence. Fig.15 attempts to summarise the Kuleshov Effect in action.
 
Several scenes in commercial cinema as well can be broken down to illustrate the Kuleshov Effect 
in practice. For instance, the well-known “What’s in the box?”  scene from David Fincher’s film 
“Se7en” (1995)  keeps the audience’s focus on Brad Pitt’s horror on knowing that the box might 
contain his wife’s decapitated head, while intercutting the shot with Morgan Freeman’s character’s 
expression of  fear and Kevin Spacey’s character’s elation as the killer (see fig. ---). For a split second 
we see the wife’s face flash on the screen showing Brad Pitt in deep sorrow after which he pulls 
the trigger on the killer, going against his duty as a cop. These various shots with their embedded 
information place us, the viewers, in Pitt’s position as the cop; and thus, in the myriad of  emotions 
his character experiences in a matter of  a few seconds.  

4.2.2.6 Techniques and Strategies

10 See https://uniondocs.org/event/radical-appropriations-rewriting-the-archive/ 
11 See https://en.wikipedia.org/wiki/Kuleshov_effect
12 See https://www.imdb.com/title/tt0114369/ 
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As described earlier, I decided to limit the material (herein, archival footage) to the Indian Films 
Division Archives. Films Division is a State institution of  the Indian government and was established 
in 1948 with a directive to create documentaries and newsreels for the newly independent Indian 
state (Kishore, 2018, p.225).

The collection, largely derived from the period of  1965 to 1975, was not only crucial to make a case 
for my primary objective i.e. re-appropriating the past for a nostalgic narrative; but also a collection 
that piqued my interest due to its celebrated nature as the “golden period” of  Films Division 
(hereafter referred to as FD). Noted documentarian and film historian B.D. Garga has touted the 
period between 1965 and 1975 as the “golden period” of  the FD (Garga,1987, p.34-37). Film critics 
and curators Amrit Gangar and Shai Heredia have as well classified the period as the “experimental 
film phase” in FD’s history in their projects “Cinema of  Prayoga” and “Experimenta”, respectively 
(Gangar, 2006, p.3-18; Heredia, 2005). Film theorist and cinematographer Avijit Mukul Kishore 
mentions that the period is noted for films that sought to break through the agendas of  propaganda 
of  a newly built nation and fostered inventiveness and an interdisciplinary approach to the 
nonfiction film. New narrative techniques such as unconventional structures, montages, stop-motion 
animation and claymation to name a few were also deployed on a national level for the first time by 
a stage agency (Kishore, 2018, p226).

It is crucial to understand that the primary directives of  FD were to foster a sense of  self-reliance 
and shed light on the national infrastructural development for a new India that was populated with 
“people of  diverse ethnicities that included migrants, refugees, nomads, tribals and exiles – who 
had now become citizens”(Shivkumar, 2008, p.88-99). Thus, a propagandist tonal quality favouring 
didactic, voice-of-God narration was a common quality to the FD employed films (Kishore, 
2018, p.225). Yet the films produced in the period 1965 and 1975 sought to question these very 
directives and inquired into the prescribed briefs of  the state documentary. The open and inquisitive 
environment within the state organisation may be credited to the then appointed Chief  Advisor 
to FD, Jehangir Bhownagry (also known as Jean Bhownagry), a UNESCO media official based 
in Paris who also practiced poetry, filmmaking and magic (Kishore, 2018, p.226). He provided an 
encouraging environment to notable filmmakers like S.N.S. Sastry, K.I.Khandpur, Pramod Pati, 
K.S. Chari, Vijay B. Chandra, and O.P. Arora, who would then spearhead this “golden period” 
(Kishore, 2018, p.226). 

These undertones of  political speculation, self-criticality and experimentality of  the 1965-75s 
Films Division archives made them an apt raw material to start the project with. These archives 

4.2.3.1 Source Material: the Indian Films Division Archives  
and other relevant Indian media

4.2.3 Project Conception
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also seemed effective in the information they carried with them and were loaded with potential for 
investigation into the history of  that time that they might instigate in the audience. Even though a 
large stratum of  the Indian society and audiences worldwide may be unaware of  their existence or 
their details, these archives fit my objective of  testing out the DENE model mentioned earlier (Xue, 
2017, p116). I was indeed aware of  creatively reinterpreting these through previously mentioned 
archival filmmaking techniques, or else the outcome may also have lead to a crude pastiche of  the 
original artefacts, and thus a careless exploitation of  cultural nostalgic memory, in turn leading to 
negative experience such as mere mockery of  the history or contempt than the intended nostalgia. 
The underlying soundtrack to the film also came in handy to avoid these pitfalls which I shall further 
elaborate in a subsequent section. 

After keenly observing the narrative that I intended to produce with the film (covered in the 
following section), it became clear that fairly recently found footage was also crucial to fill in the gaps 
of  the narrative arc. Albeit the footage had to bear the qualities of  the “poor image” to maintain 
visual consistency of  the film (Steyerl, 2009). This is wherein I dug up phone camera recordings 
available on YouTube.

Another aspect of  the film I wished to maintain was its explicit cultural memory retrieval as per the 
DENE model (Xue, 2017, p.116). The earlier set scope of  the 1965 to 1975 era gladly coincided 
with what is termed as the Indian Parallel Cinema era or the Indian New Wave (Gooptu, 2002, 
p.37). The films produced during this era by notable filmmakers like Mani Kaul, Kamal Swaroop, 
and Shyam Benegal (the former two largely engaging in experimental cinema) were committed to 
realism with special attention to the sociopolitical climate of  the times. They were also motivated 
through rejection of  typical song-and-dance routines of  mainstream Indian cinema. These films, 
although not much celebrated but known, hence proved substantial in retrieving popular cultural 
memory given their relevance with the Indian audience. 
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The project was conceived in the peak of  the COVID-19 pandemic amidst the nationally imposed 
lockdown in Finland, a measure to maintain social distancing to decrease the spreading of  the virus 
(WHO, 2020). What started as an interesting time to commit to sedentary activities quickly resulted 
in depression and anxiety which were not only personal but were also recorded globally (Brooks, 
Webster, Smith et. al., 2020, p912-920). Another noteworthy global aspect was the indulgence of  
the population in nostalgia (Yeung, 2020, p.180). This may be reasoned with the idea that people 
tend to seek nostalgia in times of  adversity i.e. to reminisce “the good old days”, albeit this seeked 
out past was not a longing for a particular era in time but a rather immediate past when usual social 
interactions were common and daily activities were at individuals’ liberty. It is, indeed, arguably 
true that the pandemic itself  may not be the reason people embraced nostalgia but it might be the 
imposed lockdown that made the situation seem more severe than the actual COVID incidence rate 
(Yeung, 2020, p.180). I had partaken in the same “nostalgia wave” to reconcile my personal anxieties 
that came with the lockdown, doubled with the feeling of  being away from home. The project, thus, 
came in handy as an outsource of  the grief  encountered and the theme a channel to put things in 
perspective.
 
Another reason for me to choose the pandemic as a theme for the film was the understanding of  
the situation that humanity, after a long while of  existence, seemed to have collectively paused and 
introspected to learn about their conducts towards well-being (Forman, Atun et. al., 2020, p.577-
580). I would like to argue that these learnings may only have a timely significance and humanity 
may once again lead on their path of  careless and greedy exploitation of  the earth. Thus, I humbly 
wished the film to capture this moment in history and serve as a gentle reminder about the learnings 
acquired from the pandemic. 

My personal interest in the Buddhist perception of  time as a cyclical entity or as a “Wheel” also 
informed the meta-narrative for the film (Bhattacharyya, 1970, p.3). I somehow wanted to express 
a return to normalcy yet one wherein the situation of  the country is still in distress as the pre-
pandemic time. 

A significant reason for me to scope down the theme to India was the way the country dealt with 
the lockdown measures. Significant events that highlighted the country’s economic disparity came 
to a more vivid light. My reason to address the situation as “vivid” is due to its related history. There 
have been several events in independent India’s history, which I was confident to source archival 
evidence of, that seemed to be reoccurring with the lockdown phase. Hereafter I would use the 
term “lockdown phase” to the timeline of  events of  national and global significance that happened 
in India during the period 25th March 2020 till 31st May 2020 (UN News, 2020). As pointed 
earlier, economic disparity of  the nation came to worldwide attention due to the migrant worker 
crisis (Slater, Masih, 2020). Following the shutdown of  workplaces in the lockdown phase, a huge 

4.2.3.2 Theme/Mission Statement/Description of  the Narrative
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populace of  migrant workers dealt with loss of  income and food shortage, in turn leading thousands 
of  them to walk back home to their villages due to lack of  means of  transport (Slater, Masih, 2020; 
Rashid, Anand, Mahale, 2020). More than 300 migrant workers died due to the lockdown, with 
reasons ranging from starvation, suicides, exhaustion, road and rail accidents, police brutality and 
denial of  timely medical care. This seemed a significant event of  mismanagement at the hands of  
the ruling government and, hence, needed to be inscribed in the undertaken audiovisual narrative to 
serve as a reminder. 

Another aspect of  the lockdown phase were the hobbies people picked up globally to cope up with 
the lockdown stress (Ding, Cruz, et. al, 2020; England, 2020; Wilson, 2020; Turns, 2020). I found 
this aspect interesting wherein people focused on self-development and, hence, wished to display the 
same through the film. The phase also supposedly witnessed replenishment of  nature along with 
free-roaming of  wildlife in urban spaces, albeit fake instances reported (Daly, 2020; Coste, 2020; 
Jasper, 2020).

All the factors mentioned above combined with visual references to solitude together formed a neat 
narrative for the film and helped me move ahead with scavenging in the Films Division archives. My 
keywords for the search were solitude, wildlife, India, workers, police brutality, landscapes, unrest, 
social distancing.

The archival footage research further led me to some fortunate stumbling upon key experimental 
cinema from the period 1965 to 1975 mentioned in the section above. For instance, Pramod Pati’s 
“Abid”(1975) which seems to be the country’s first ever foray into experimental animation with 
equally inventive electronic soundtrack. Or works of  filmmakers like Sukhdev (“And Miles to Go”, 
1965) and S.N.S Sastry (“I Am 20”, “And I Make Short Films”) that not only were unorthodox in 
their approach to cinema but were also self-critical of  the government they were commissioned by 
and of  their own practice as filmmakers. 

With these archival footages, I was ready to deploy learned methodologies in the editing space and 
play with juxtaposition to create the desired narrative. A key initiator of  the idea for the film was the 
soundtrack which the following section discusses.
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To provide a multi sensorial experience through the film, it was crucial to find an apt soundtrack. 
Recent research to validate the Kuleshov effect (see sec.4.2.2.6) also mentions that an accompanying 
soundtrack significantly affects the viewer’s perception of  the facial expressions in the montage 
used to demonstrate the effect (Baranowski and Hecht, 2017, p. 1-8). My SoundCloud™playlist 
fortunately took me to an old save, Lifafa’s track titled “In Hi Ko” (loosely translated to “To These 
Only”). 
 
Lifafa is the solo project of  the band Peter Cat Recording Co.’s frontman Suryakant Sawhney. 
As touted by music critics, Lifafa blends old-school disco genre with acoustic folk elements 
accompanied with his baritone voice that could be perceived as angsty and meditative at the same 
time (Mehtani, nd). His referenced disco genre is particularly influenced by the bygone days of  
Indian cinema which made his soundtrack all the more fitting for the film (Kundu, 2019). For a 
narrative that demanded a vibrant expression of  chaos amidst the lockdown phase in India, Lifafa’s 
In Hi Ko proved quite vital. Sparsely placed lyrics to the song that echo in the track’s duration are as 
follows:

The mood of  the track along with its fitting lyrics made it quite the right choice to set the narrative 
on. I further dissected the track’s duration based on its progression in the following section.

Yeh deewanaapan (Chorus/Tagline)
Khaamosh aaye hum (Verse)
Aur peeche kadam
Yeh deewanaapan (Chorus)

Loosely translated as:
This madness (also, chaos. In the 
context of  the song, it may refer to a 
romantic madness)
We came in silently
And took a step back
Well, this madness. 

4.2.3.3 Soundtrack : Lifafa’s In Hi Ko
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With a visual memory of  the collected archival footage, which at this moment was merely raw 
material with no narrative clarity for the film; and repeated listening of  the soundtrack, I figured 
it would be crucial to formally dissect the track’s duration per its production and then decide 
which themes amongst the one discussed above I could fit in in the final film. A typical lyrical song 
structure in modern popular music is introduction (intro), verse, pre-chorus, chorus (or refrain), 
verse, pre-chorus, chorus, bridge (“middle eight”), verse, chorus and outro (Robert, 2018). As the 
selected track was predominantly of  the electronic genre, this structure did not apply to it strictly. 
Nonetheless, a quick dissection of  the soundtrack based on these typical sections of  a song structure 
and generated mood is as follows:
0:00 - 0:40 Introduction
0:40 - 0:57 First occurrence of  the tagline / Pre-chorus
0:57 - 1:05 Instrumental section
1:05 - 1:14 Build up to the chorus / Relatively silent section
1:14 - 1:23 Crescendo / Chorus
1:23 - 1:30 Extension of  the previous section
1:30 - 1:37 Verse
1:37 - 1:47 Instrumental section / Relatively chaotic section
1:47 - 2:02 Settling section / Cooldown
2:02 - 2:03 Bounce audio effect
2:04 - 2:10 Verse / Relatively chaotic than the previous verse
2:10 - 2:26 Settling section / Cooldown
2:26 - 2:37 Final Chorus
2:37 - 2:57 Instrumental section / Most chaotic and instrumentally heavy section
2:57 - 3:10 Instrumental post-Chorus / Cooldown
3:10 - 3:33 Outro 

This dissection of  the track helped me ideate a temporary narrative based on the main sections as 
follows:
 » Introduction till first chaotic occurrence in the soundtrack : Setting : Backdrop of  India
 » Chorus : Lockdown Phase : Police brutality, social distancing, migrant workers, chaos
 » Cooldown sections : Solitary moments, wildlife, landscapes
 » Outro : Back to normalcy albeit with other forms of  distress such as economic disparity, for  

 instance. 

4.2.4.1 Narrative Timeline and Themes
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Apart from being a visual testament to the pandemic situation in India, I also wished the narrative 
to report some mismanagement of  the situation on the part of  the ruling government (Jacinto, 
2020). The government sought out theatrics instead of  practical solutions to the situation. To cite a 
few examples, a nationwide celebration (amidst confinement) was encouraged to “salute” the efforts 
of  emergency workers in the pandemic (Roy, 2020). Armed forces were engaged to shower flower 
petals over hospitals across the nation (Daniyal, 2020). Although encouraging in their intent, these 
actions shall not have come at the cost of  more urgent requirements, such as helping the migrant 
workers with their sustenance. This political undertone was made apparent through Kuleshovian 
cuts amongst flood relief  archival footage and a scene from a popular Bollywood film “Silsila”(1981) 
wherein the protagonist is showered with flower petals (see fig. 19). The chaotic mood of  the film 
was further made experiential through rapid cuts as the editing choice for the film. Many other 
such thematic associations were created using the archival footage in the final output. I shall refrain 
from elaborating further on those to keep the final output open to interpretation and susceptible to 
multiple readings. 



67

It was crucial that the peripherals to the film remained in consistency with the aesthetics of  the 
film made with archival footage. Through my learnings from the Retro Alphabets project, I could 
successfully impart nostalgic aesthetic affordances as visual qualities to the film titles in this project. 
As a fortunate find, I also found an archival footage with “End of  First Reel” inscribed on it. This 
instigated an insertion of  the time metaphor I wished to bring forth through the film by using the 
“end” at the very beginning of  the film. 

It may be duly noted that contemporary typefaces that reflect aesthetic relevance to the archival 
footage were identified (see fig. 21). These include Dinamo™type foundry’s Monument Extended 
for Roman script, Indian Type Foundry’s Teko for Devanagari script and Borna Izadpanah’s 
Lalezar for Arabic script. All of  these were sourced from Google Fonts and are freely available. 
Lifafa’s own logo is an exception. Some visual references that influenced these typographical choices 
have been cited in the fig. ---. It may be noted that the typefaces deployed in these examples are 
essentially sans serif, bold, and consist of  multiple scripts to cater to the multilingual audience of  
the country.  Specific discussion on the aesthetics of  the typefaces has been left out of  the scope of  
the thesis to focus better on the narrative instead. Future research, however, may focus on exploring 
nostalgic typefaces.

4.2.4.2 Title Cards and Typography
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The project edit first was tested out on Adobe Premiere Pro™. The complexity of  the software 
discouraged efficient edit of  a huge video library (here, collection of  archival footage). The project 
was, thus, moved to Final Cut Pro™ that allowed efficient workflow (see fig. 22-24). With its drag-
and-drop feature, I could focus better on parsing and editing the archival footage. It also allowed 
setting up of  chapter markers to the audio clip to keep track of  an otherwise hectic system of  
markers on the editing timeline in the software’s workspace. 

Resulting archival film can be found at https://youtu.be/KvdqgCNOiOE

4.2.4.2 Tools

4.2.5 Final Output
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05 DISCUSSION

This chapter aims to discuss the findings from the pursued audiovisual projects through personal 
reflections. Focus on advantages and disadvantages of  a nostalgic narrative, knowledge basis, 
reception, and failures of  the projects are critically reflected upon. 

Before examining the projects individually, it would be beneficial to situate them under the DENE 
heuristic model covered earlier (See chapter 2.4), thus, elaborating on the agents involved in the 
creation of  respective nostalgic narratives. Following table elucidates on the factors involved that can 
now be inferred from the respective project documentations:

It may further be noted that I had to heavily rely on online platforms as primary mode of  
interaction to record the reception data. The projects were initially conceptualised to be on display 
in an exhibition via an old television, thus adding to the operational interaction that could have, 
speculatively, further improved the nostalgic experience. Due to the social restrictions imposed in 
reaction to the COVID19 pandemic, the exhibition could not be executed which in turn led to no 
recording of  user data on the projects’ explicit memory retrieval. The user data, in that case, could 
also have been a richer collection of  observations to derive inferences from, but these are mere 
speculations. 
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The table, thus, is aimed to serve as a summary of  the agents involved in creation of  the desired 
nostalgic effect in the audience. The implicit memory retrieval is speculated to have a significant 
contribution in the reception of  the final audiovisual results. Aesthetic qualities in action have been 
discussed in detail in the respective project documentation. With this summary as background, we 
can now further discuss the findings from each of  the projects. 
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As clarified earlier, the pandemic situation at the time of  conducting the experiments via the 
conceived projects limited my testing grounds to online media platforms. Qualitative data sourced 
from such publication spots for the alphabet series were the only resource to draw evidential 
inferences to support their nostalgic narrative intent. Social Networking Sites (SNS) such as 
Instagram™by Facebook Inc. allow free publication of  digital content and expose it to a global 
audience (Boyd & Ellison, 2007). Engagement on an SNS is defined in terms of  average number 
of  interactions (likes, comments, and shares) the published content receives per follower (Keyhole, 
2020). It can, thus, be inferred from Fig. --- that the engagement substantially increased as I 
published content informed via design-evoked nostalgia as compared to rather uninformed yet 
creatively explored content. Number of  views per post clearly increased as well. As a rather inactive 
user of  the platform, I can vouch that the engagement was not forcibly affected by aggressive 
sharing or via any engagement hacks (Lua, Buffer, 2020). My word for the same can be the only 
source of  truth to support the statement; however, timestamps of  my published posts can be referred 
to as evidence. Although it can not be discounted that the frequency of  the posts could also have 
affected the engagement rate, although written testimonials via comments on the posts do testify 
their nostalgic quality. 

It can be inferred from the outputs of  the project that sound indeed plays a vital role in a nostalgic 
audiovisual. Sourcing the soundscapes from historically accurate sources not only supported the 
perception of  the audiovisual as nostalgic, but also informed the overall aesthetic whenever I took 
departures from historical references for the content within the audiovisual (see audiovisual for 
letters ‘T’, ‘U’ and ‘Z’). 

To produce the audiovisuals on a daily basis required a system in place, not only to maintain 
consistency amongst the audiovisuals but also to have larger focus on the content within the 
audiovisuals. This allowed me to explore and create nostalgic audiovisuals much more freely 
than worrying about imparting aesthetic qualities to the audiovisuals which are imperative, as is 
demonstrated by the DENE model above, in creating a well-informed nostalgic experience.

5.1 Retro Alphabets Series

5.1.1 Reception

5.1.2 Importance of  sound

5.1.3 Efficiency of  a system
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Even though I carefully avoided oversimplified use of  historical aesthetic qualities that may have led 
to negative perception of  the audiovisuals as greedy exploitation of  nostalgic memory, I however 
could not collect quantitative evidence to prove their perception as nostalgic. Rapid production of  
the audiovisuals also led to stylistic repetition in the aesthetic qualities of  some of  the audiovisuals 
that only fared well (here, perceived as nostalgic) due to their heavy dependence on the soundtrack 
used (see audiovisual for letters ‘M’, ‘N’ and ‘P’). Also, a subsidiary hypothesis that an audiovisual 
may be perceived nostalgic simply by its visual aesthetics could not gather sufficient evidence to give 
a lucid answer. The audiovisuals in which I deliberately took departures from a historical narrative 
(refer letters ‘U’, and ‘T’, for instance) did seem to have been perceived as nostalgic, but this may be 
credited to the soundtrack used. 

As discussed in the project documentation, some obscure key online visual archives are worth 
mentioning. Fortunate discovery of  the YouTube channel ‘Cruiseshipz Studios’ propelled the 
visual research for the project. The channel, due to its ethnographic nature, may as well serve as a 
one-stop visual archive for anyone interested in the motion graphics made around the 1960s era. 
Another uncelebrated yet resourceful library find was the Closing Logo Group’s CLG Wiki that 
specialises as “a reference in history of  closing logos and a main power of  television and cinema 
logo preservation” (CLG Wiki, 2020). The catalogue of  both these online archives is astutely curated 
and exhaustive, and hence, I wish to bring them to much deserved public attention.

5.1.4 Failures

5.1.5 Miscellaneous Findings
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I approached the soundtrack artist Lifafa (Suryakant Sawhney) with the finished film and he gladly 
appreciated the intent and the final output. He published the video as an official film to the song, 
thus making it available to a nationwide audience. Not only did the film generate curiosity towards 
the archival footage used but also aroused a nostalgic feeling amongst the viewers as was the 
primary intent of  the film. As is the case with collage films, the final output further induced multiple 
readings. Moreover, I did not release a public statement to describe the film in any way to keep the 
same open to interpretation. 

Following are some excerpts from the media coverage the film received:

“At the first glance, the 3 minutes and 36 seconds long video seems taken out from 
a ‘chaotic cinema’ piece with rapid and close frames in succession relying on the 
soundtrack to give it a sense of  continuity thus rendering a sense of  sensory overload. 
It is only upon watching it more closely when you realise the chaos arises from the 
disruption in everyday life which is contrasted with frames from Bollywood films 
of  the ‘70s which is oddly familiar to Godfrey Reggio’s experimental Qatsi Trilogy. 
Koyaanisqatsi, the first in the trilogy, derives from a Hopi word meaning ‘life out of  
balance’ that tries to explore the relationship between evasion of  modern technology in 
everyday life with elemental aspects of  nature. In Hi Ko’s video explores the disruption 
caused by the Coronavirus pandemic along with the enforced and unplanned lockdown 
by the government and contrasts it with the mundane everyday experience represented 
in cinema. The video’s political commentary is subtle, and the rapid images and 
electronic beats add to the mood of  the track. Lifafa’s track In Hi Ko with Utkarsh 
Raut’s videography is a testament of  the emerging indie music scene of  India that is 
bold, derivative, and experimental” (Chaudhary, Homegrown, 2020).

“The music video features footage from the Indian Film Archive from filmmakers such 
as Kamal Swaroop and Mani Kaul as well as Indian Railways, spliced between random 
shots from a time gone by. It features some scenes from Bollywood movies with actors 
like Shashi Kapoor, Amrish Puri, and Naseeruddin Shah making an appearance, as well 
as what seems like some scenes from a documentary” (AHummingHeart, 2020). 

5.2 In Hi Ko – Archival Film

5.2.1 Reception
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Fig.21 attempts to capture the engagement statistics qualitatively as of  date 14th Oct. 2020. The 
archival film garnered a good amount of  views in a short span of  time. Comments on the video 
may serve as evidential proof  for the purpose of  this research given the lack of  quantitative data 
as mentioned earlier. It is quite apparent from a light reading of  the responses to the video i.e. the 
comments that it was indeed successful in generating a nostalgic feeling amongst the audience. 
Moreover, the film’s archival and collage nature opened up multiple readings; some even comparing 
it to filmmaker Godfrey Reggio’s film ‘Koyaanisqatsi’ (1982) (See https://www.imdb.com/title/
tt0085809/) and Ron Fricke’s film ‘Samsara’ (2011) (See https://www.imdb.com/title/tt0770802/). 
Comparisons such as these are natural in the way these films are also largely montages depicting 
the relationship between nature and humanity. However, attempting to recreate a narrative similar 
to these full length films in a short film was never my intent; and hence, such interpretations of  the 
nostalgic narrative outcome of  the project were an unexpected outcome. 
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As is reiterated in the project documentation, the soundtrack used in this particular project was of  
critical importance. Not only did it provide the audiovisual an inherent nostalgic quality due its own 
nostalgic sonic features (refer section 4.2.2.3), but it also informed the narrative via the lyrics of  the 
song. The romantic madness/chaos spoken of  in the song proved to be an interesting juxtaposition 
to the effects of  the contemporary pandemic situation in the Indian cultural landscape. Apart from 
the borrowed aesthetic qualities of  the image from the archives that plays a vital part in creation of  
the desired nostalgic experience, it would not be wrong to say that the audiovisual heavily depends 
upon the aptness of  the soundtrack used for the purpose of  the research. 

Although the research lacks significant evidence to prove the therapeutic effects of  nostalgia 
created by the audiovisual, some recordings were made (see Fig.28) wherein the participants from 
the audience did confess feeling at ease after watching the audiovisual. It may not be denied that 
the time of  publishing of  the audiovisual has a significant role to play in this. The audiovisual was 
made public in the midst of  the COVID19 pandemic wherein the audience was susceptible to seek 
nostalgia (Campoamor, 2020). Yet the reception of  the audiovisual stands testimony to a successful 
participation in the contemporary phenomenon of  nostalgia which was one of  the primary intents 
of  the research. Pursuing the project in quarantine also helped me personally to deal with my own 
anxieties being away from home. The creation process, however, was a hectic one given the amount 
of  archival footage I had to parse and re-interpret for the purpose of  the audiovisual, and thus, the 
research. The same made me abandon the project twice in the course of  the production phase and, 
contradictorily, provided further anxiety to finish the project. I was also wary of  treading on thin 
ice with the theme of  the audiovisual narrative as it deals with some sensitive subjects. The final 
output of  the project could have easily gathered criticisms such as being perceived as mere mockery 
of  an otherwise subject of  grief  and despair. These doubts further added to the complexities of  the 
conceptualisation and production phases of  the project.

5.2.2 Importance of  sound

5.2.3 Therapeutic Effect
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As pointed out earlier, the project failed to gather significant quantitative evidence to testify its 
perception as being nostalgic. Furthermore, given the specificity of  the theme to the Indian 
cultural landscape, it alienated global audiences. In an interview conducted by me to understand 
the intricacies of  working with the archive, Finnish archival filmmaker Pia Andell (https://www.
piaandell.com/) appreciated the final output in the way it encourages multiple readings and 
commended its technical dexterity (see Appendix). However, she had no clear indications if  the 
audiovisual made her nostalgic. This may be related to the fact that the archival material used was 
in no way familiar to her. 

Similarly, French graphic designer and animator Kadavre Exquis (alias to Francoise) (https://
kadavrexquis.com/), when interviewed to understand his approach to nostalgia given that his body 
of  work largely incorporates it, was clear in his feedback that he did not feel any particular feeling 
of  nostalgia through the audiovisual (see Appendix). He, however, had good feedback that I shall not 
overestimate the audience and rather simplify the narrative further through use of  peripherals to the 
audiovisual; hinting at the theme through the audiovisual’s title for instance. 

The audiovisual, thus, could not fare well as being nostalgic simply by its incorporation of  historical 
footage and replicating the aesthetics of  old video. This also serves as a learning that imbibing only 
aesthetic qualities of  an old audiovisual would not make the expressed narrative as nostalgic, but it 
is the whole sum of  historical relevance of  the references to the audience’s past that acts towards an 
efficient nostalgic narrative.

However, Information designer and Canadian-native Stephan Garneau had some noteworthy 
points to make via his following take on the audiovisual:

“I recently watched the Indian musician Lifafa’s music video, In Hi Ko. Not being from 
India and not speaking Hindi, my experience naturally settled in the visual and aural 
cues which signal the past. The variety of  footage made it immediately apparent that 
the clips were “found” and produced by multiple authors, for different purposes, and 
over several decades. The reverb and echo effects in the song also affected a knowing 
manipulation of  the role of  technology in recording information. In combination, the 
video was plainly aware of  the artistic legitimacy of  past/alternative cultures and the 
modern use of  archival knowledge. Furthermore, it is part of  an enduring interest in 
psychedelia and altered consciousness in artistic production.

Most striking and consistent throughout the video was the use of  the song’s rhythmic 
drumming and controlled monotony for editing. This pacing connected its visual 
themes: juxtaposed imagery of  technological intervention, cyclical processes in plants 
and humans, and fictional/non-fictional narratives—topics that, removed from location 

5.2.4 Failures
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and time, transcend cultural and historical differences. 

If  these visual and aural devices embody a universal nostalgia, it could be as a result 
of  how our perception of  history is framed by the technology used to capture it. And 
perhaps if  the concretization of  history relies on artifacts, we lament in a digitally-built 
world that is constantly renewed, leading to a return to and fetishization of  fragments of  
the past.”

Garneau identifies the introduced aesthetic affordances via visual and sound that helped him 
perceive the screened audiovisual as nostalgic. He further acknowledges the ideas of  originality and 
authorship in the past. Garneau also commendably summarises the very intent of  this research 
which was to explore the contemporary “fetishization” of  our past via creating participatory 
artifacts. 

Garneau quite astutely points out some universal themes that, when explored in major focus in 
the narrative, could have made the audiovisual invariably nostalgic in its perception as opposed to 
its current specificity. Topics and themes which flourish beyond borders and bind us together as 
humans are indeed buoys of  social anchors that help us derive meaning in our worldly existence; 
which, though may not lead to any utter fulfilment, still make living enjoyable and an eternally 
curious pursuit. These themes that could transcend spatiality also call upon to be identified via 
future research wherein ‘nostalgist’ visual communications could be catalogued. 
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06 CONCLUSIONS

The aim of  the practice-led research for this thesis was to understand the inner workings of  
nostalgia as a contemporary phenomenon through a participatory approach using moving image 
projects that deploy nostalgic narratives. To answer the first question, pursued audiovisual projects 
relying on nostalgic narratives were documented, published in the public domain and reflected 
upon. Furthermore, crucial understanding of  nostalgia and nostalgic narratives was made through 
literature about use of  nostalgia in designerly practices and archival filmmaking. By analyzing 
the outcomes of  the projects through observation and reflection, it was inferred how designed 
nostalgic narratives allow wider appreciation and even have therapeutic effects on the audience. It is, 
however, crucial to note that these created nostalgic narratives are dependent not only on the visual 
aesthetics of  the designed objects but also involve deeper understanding of  historical references that 
inform the nostalgic narrative. Collected observations and inferences from the pursued audiovisual 
narrative projects, thus, answered the second question. 

With the increasing rate of  globalisation and cross-cultural integration, immediate pasts of  
the human race are speculated to be progressively shared. This tempts me to understand and 
identify the globally shared commonalities for future research as a visual narratives designer. It is, 
thus, interesting to think what such shared attributes could help create better informed nostalgic 
narratives; that would, in turn, have a wider audience. The second question which arose was about 
identifying other forms of  visual narratives or visual attributes that may serve as therapeutic devices. 
This further unfurls research possibilities in the realm of  visual communication design as therapy. 

6.1 Research Answers

6.2 New Questions



86

The thesis humbly attempts to explore and document a phenomenon as wide and trivial as nostalgia 
that is backed with extended literature in the fields of  philosophy, ethnography, business studies and 
even product design. This thesis, thus, only brushes through the vast literature available and presents 
only those topics that were vital to the research and its understanding. Another limitation was the 
failed autoethnography in its essential terms. Not much evidence to the processes that were beyond 
the control of  the researcher could be recorded. Also, sufficient quantitative evidence to support the 
efficiency of  the designed nostalgic narratives in the research projects could not be gathered due 
to practical limitations. The thesis also tends to overindulge into the aspects of  filmmaking, though 
they inform and support the respective projects’ underlying processes. While this study tends to be 
a mere documentation of  the pursued projects and is a result of  my own obsession and indulgence 
in the phenomenon of  nostalgia, I am confident that the covered literature and the insights into the 
involved processes and observations may serve other visual narrative designers.

By carrying out practical projects that utilise nostalgic narratives in the moving image domain, 
the research contributes to the literary discourse on design-evoked nostalgia. Further, it provides 
practical insights into the processes involved in making a nostalgic audiovisual. By deploying a 
simple and personal language and through its indulgence in contemporary phenomenological 
praxis, it also circumvents the usage of  academic jargon (meekly specified when used) that may 
usually be associated with the epistemologies concerning nostalgia (oh, the irony); and which usually, 
only when used, vet a documentation to be perceived as academic. Thus, making the text more 
accessible in practical fields of  study like visual communication design. Lastly, it sheds some light on 
the contemporary nostalgic phenomenon through a visual communication designer’s perspective. 

Inferences drawn from the resulting audiovisual projects suggest the importance of  cross-disciplinary 
learning to design well-informed visual narratives. Furthermore, the research recommends personal 
inquiry to observe, understand and reflect the effects of  nostalgia in media consumption. The 
research, with its reflected aims and supported theory, hopes to change the common perception of  
nostalgia as backward-looking to something that can be prospective. 

6.3 Limitations

6.4 Contribution

6.5 Recommendations and Hopes
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08 LIST OF FIGURES  
AND TABLES
1. Collage of  various nostalgic influences on popular culture, sourced through various online 
platforms of  mass media consumption, signifying the “Retromania”
2. Illustration of  Four Types of  Nostalgia (Xue and Almeida, 2011, p.7)
3. Different inspirational sources for mass-production design and customized design (Xue and 
Almeida, 2011, p.8)
4. Heuristic model explaining the underlying process of  design-evoked nostalgic experience 
(DENE) (Xue, 2017, p.117)
5. 100 years of  Motion Graphics (Schlittler, 2015, p.7)
6. Stills depicting a transition in motion graphics (logos) as the technologies advanced with time  
(Stills sourced from motion logos compiled by Cruiseshipz Studios)
7. Stills depicting use of  physical media for motion logos in the lack of  appropriate animation 
technologies (Stills sourced from logo compilation curated by Cruiseshipz Studios)
8. Stills depicting possible usage of  Scanimate or similar early motion graphics or animated 
graphics synthesizing technologies (Stills sourced from motion logo compilation curated by 
Cruiseshipz Studios)
9. Stills depicting usage of  artificial smoke as embellishment to early physically created motion 
logos (Stills sourced from logo compilation curated by Cruiseshipz Studios)
10. Stills from the outcomes of  the experiment i.e. Retro Alphabets Series (refer section 4.1.7) 
depicting introduction of  identified aesthetic affordances to impart nostalgic qualities to the created 
audiovisuals
11. Stills depicting audiovisual output of  the experiment (refer section 4.1.7) that crucially mimic 
motion logos created via Scanimate
12. Screenshot depicting motion curve for the rotation animation used in the audiovisual made 
for letter ‘Y’ (refer sec. 4.1.7) Duly note the introduction of  manual error as the motion curve is 
consciously made rough to mimic manual jitter in old physically made motion logos. 
13. Screenshot of  the workspace depicting a simulated environment using artificial lights in the 
Maxon Cinema4D™ software. The lights are introduced to mimic real world artificial lights used in 
old motion logos discussed earlier.
14. AfterEffects™ workspace screenshots depicting effects applied (top left in each) to introduce 
aesthetic affordances (discussed in section 4.1.3) to impart nostalgic qualities to the audiovisuals 
(refer sec. 4.1.7) 
15. Kuleshov effect in action. Footage of  an expressionless actor when succeeded by shown 
footages of  a child in her coffin, a food plate and a woman, resulted in different reactions at the 
demonstrations performed  by Lev Kuleshov.  (Image Source: No Film School https://nofilmschool.
com/Kuleshov-effect-definition)
16. Scan of  personal diary showing initial workings and understanding of  phases in the 
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soundtrack
17. Scan of  personal diary showing initial assignment of  various themes to the parts of  the 
soundtrack. This, of  course, changed slightly as the editing process progressed.
18. Various new themes also emerged as I surveyed the archives, some to name would 
be consumerism, economic disparity and alcoholism. Pramod Pati’s experimental short film 
“Abid”(1972) was also a fortunate discovery whose footage served to portray themes of  isolation and 
anxiety
19. Playing archival footages of  flood relief  and a scene showing an actor being showered with 
flowers created the desired Kuleshovian effect, or juxtaposition, thus, subtly expressing the desired 
theme
20. Still from an archival footage that was used as the opening title screen
21. Final film titles created from the learnings from the Retro Alphabets Series project. The 
aesthetic affordance identified in that project helped to impart historical accuracy to the titles, and 
thus, made them visually coherent to the archival footage used.
22.  Workspace screenshot of  early testing of  editing the archival footage in Adobe Premier Pro. 
The uninviting interface of  the software along with its cumbersome features discouraged efficient 
workflow.
23. Timeline screenshot showing markers used on the soundtrack. These markers helped to keep 
track of  the phases of  the audio and thus proved instrumental in managing an otherwise hectic 
editing workflow given the amount of  archival footage involved in the project. 
24. Workspace screenshot of  the final edit table in Final Cut Pro. Note the space (marked in red) 
the soundtrack, thus final film, occupies in the timeline in comparison to the surveyed footage spread 
over the timeline.
25.  Engagement statistics of  openly explored audiovisuals posted on Instagram™
26. Engagement statistic of  created nostalgic audiovisuals on instagram shows steady increase as 
compared to openly explored audiovisuals in Fig. 25 (two posts enlarged for legibility)
27. shows engagement statistics such as number of  views and likes the film garnered
28. shows a sample of  comments the film received
 

Table No. 1 Resulting projects placed under the DENE heuristic model
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09 APPENDIX

The interviews mentioned were conducted as open discussions in-person and were voice-recorded. 
The same can be found at: https://mega.nz/folder/EOQx2CrB#enlMxjM49qeCi2RYgliioA 



95



96


