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1. abstract

In Chinese TV series, “evil women" characters have
gradually become more popular with audiences. How-
ever, this new trend also seems to be creating new
stereotypes of women. Using the format of a diction-
ary, | organised and presented the typical personality
trends of “evil women" in Chinese TV dramas over the
past 12 years. | wanted to explore whether such rep-
resentations still reduce the complexity and diversity
of women as both characters and people, and whether
they contribute to the formation of a new stereotype of
the female figure. | found that even though these char-
acters belong to different story worlds and have very
different experiences, they are still repeatedly reduced
to negative traits that are easy to recognise and quick-
ly spread. This logic of classification not only simplifies
the complexity of female characters, but also gradually
led me to question whether these repeatedly pro-
duced labels already exist beyond fictional narratives.

From fictional Chinese TV dramas to real Chinese
social media, | have continued exploring how the
image of the “evil woman" is produced. My focus
gradually shifted from fictional characters on screen
to real women — from celebrities to ordinary individu-
als. Whether fictional or real, “evil women" are always
targets of collective attacks. However, attacks against
“evil women” on the internet are much more immedi-
ate and widespread.

Rather than general cyberbullying, | define this phe-
nomenon as the digital witch hunt' — an extreme,
collective moral judgment targeting those labelled as

contemporary “witches". Therefore, my enquiry devel-
oped into:
How are these “witches” manufactured within
the Chinese social media, and how is the digital
“execution” collectively carried out by “us”?

T"Witch hunt” originally referred to the persecution of people — pre-
dominantly women — labeled as witches in early modern Europe,
often based on exaggerated or false accusations. In a contemporary
context, it serves as a metaphor for collective, seemingly moral ac-
cusations aimed at individuals who deviate from group expectations
(Wikipedia 2026).
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In this context, unlikable traits, relationship imperfec-
tions, or even a choice of clothing or hair colour can
serve as evidence of "witchcraft”. Female attackers
often target their own kind to secure a sense of safety
within patriarchal pressures. Meanwhile, male attack-
ers often view women as their possessions, perceiving
any deviation from a controllable “ideal feminine
standard” as a threat. This collective bullying functions
as a distorted bonding tool, where constructing a
shared enemy (often a woman) creates a false sense
of collective unity — one that has proven effective
across time.

Therefore, this project is addressed to all social media
users, particularly those who actively leave traces
online. Are our judgements acts of justice, or of un-
warranted interference? How strong must opposing
voices be to interrupt the process of “execution”?

A digital witch hunt is real-time and participatory. In
response, | propose an interactive digital platform that
allows viewers to experience a trial firsthand. Using
the imagery of witch execution as a metaphor, the
project presents the victim's judged traits and repre-
sentative real comments through dynamic visual inter-
ruption. The interaction logic reflects the imbalance of
power found in real online environments: for example,
liking negative comments functions like adding fuel to
the fire and accelerates the execution process, while
liking supportive comments can only briefly pause or
slightly slow it down, but cannot reverse the outcome.
Once the level of malice reaches a critical point, the

"witch” completely collapses and fragments, symbol-
ising a form of social death.

2.context

(1) How are witches named?

(2) Why are witches produced continu-
ously?

(3) Social media as the field for con-
temporary witch hunts

(4) Graphic communication design as
participatory execution

3. projected contribution
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(1) How are witches named?

Whether in history or today, the “witch” has never
been a natural identity, but a social role that is forcibly
named and constructed. In today’s social media envi-
ronment, this logic still operates to define women who
are seen as uncontrollable or transgressive. Although
we no longer literally use the word "“witch’, unlikeable
“evil women"” are still pushed into this position and be-
come targets of collective hunts.

As Gilbert and Gubar argue in The Madwoman in the
Attic, labels such as "witch” “bitch” and “monster”

do not simply describe women, but are created to
ease patriarchal anxieties about female autonomy.
When women display ambition, negative emotions,
unusual appearances, or behaviours that challenge
expectations of the “ideal woman”, they are defined as
monsters. Therefore, the “witch” is not discovered, but
named; naming itself is an act of power. By marking
certain women as “abnormal’, society defines what a
“normal” woman should be.

This naming logic remains highly visible across con-
temporary social media. Rather than caring about
women's complex realities, internet users often reduce
them to simplified labels such as lazy, selfish, or pro-
miscuous, and then carry out self-righteous execu-
tions. These labels erase the real person and leave
behind only simplified “crimes” that are easy to spread
and attack. As a result, digital witch hunts often judge
not a real individual, but a constructed “evil woman”
figure designed to absorb collective hostility.

(2) Why are witches produced continuously?

Why do societies continuously produce “witches"?
As Kate Manne argues, misogyny is not simply hatred
towards women, but a tool for maintaining patriarchal
order (Manne, 2018, p. 69). When women behave

in ways considered “inappropriate’, humiliation and
moral judgement act as punishments that push them
back into their “proper place”.

The continuous production of “witches” is therefore
less about what these women have actually done,
and more about society's need for a shared target to
criticise and exclude. Through this process, people
gain a false sense of collective unity and moral su-
periority. On social media, reposting, commenting,
and liking reinforce the feeling of standing with the
majority and participating in the “correct” moral posi-
tion. Digital witch hunts are therefore not only forms of
moral judgement, but also social behaviours through
which people confirm their own position, safety, and
belonging. At the same time, attacking “evil women”
also becomes a way of teaching society what a “good
woman" should be.

For this reason, hostility in digital witch hunts does not
always appear openly violent. It is often disguised as
“rational criticism”, “objective judgement”, or “just tell-
ing the truth”. This allows collective attacks to appear
normal, or even morally justified, while the harm done

to women as individuals is ignored.
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(3) Social media as the field for contemporary
witch hunts

As mentioned earlier, witch hunts, as a tool for creating
false social unity, have never truly disappeared. They
continue to exist across different periods of time, but
in different forms. Today, witch hunts mainly happen
on digital platforms. Unlike early Europe, where witch
hunts usually took place in formal spaces such as
public gatherings or courts, social media now allows
witch hunts to happen anytime and anywhere. At the
same time, everyone can participate in them quickly
and easily.

Because of algorithms and traffic systems, actions
such as liking, commenting, and reposting naturally
increase the visibility of an event. However, even
seemingly neutral actions like scrolling and viewing
also help spread information. The moral judgement
and punishment of the “witch” has become a re-
al-time, decentralised, and highly participatory form of
lightweight interaction. Digital witch hunts break down
concentrated forms of power, but for this reason, social
media also allows people to attack the “witch” uncon-
sciously and without consequences. This new form

of harm does not come from a small group of people
openly attacking someone, but from the accumulation
of many small, repeated, and everyday interactions.

At the same time, the communication structure of dig-
ital networks makes aggressive and crowd-following
opinions easier to be seen, while rational and support-
ive voices are more likely to be filtered out. As Byung-

Chul Han (2017, p.4) states in In the Swarm, “Yes is
significantly quieter than no.” Digital platforms do not
equally amplify every voice. Instead, they continuously
encourage emotional and provocative content. There-
fore, the positions that appear to be reasonable online
are not necessarily neutral or just, but are often the
result of algorithmically produced majority opinions.

Therefore, social media is not simply a platform for
public expression, but also a tool that shapes and
filters power. Digital witch hunts are continuously
strengthened through public interaction.

(4) Graphic communication design as
participatory execution

In this project, interaction is necessary. Because
interactions on social media are so effortless, once
we use these platforms, almost all of us participate in
witch hunts unconsciously, whether we have feminist
awareness or not. | created an interactive website that
simulates a real social media interface, allowing view-
ers to enter this witch hunt system from a first-person
perspective without realising it. The website presents
different posts together on one screen in the form

of an information feed, encouraging people to inter-
act with it as naturally as they would when scrolling
through social media. After clicking on one post, the
other posts still remain visible beside it. This reflects
how digital witch hunts do not happen as isolated
events, but exist continuously and simultaneously,
waiting for users to enter the trap created by algorith-
mic systems.
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Every interaction in the project suggests the effects
created by interactions on real social media plat-
forms. Scrolling itself already begins to cause slight
harm to the “witch”. Removing likes from supportive
comments, liking negative comments, and reposting
the original post all increase the level of malice and
intensify the collapse of the post. By contrast, liking
supportive comments or removing likes from negative
comments can only temporarily slow down the pun-
ishment, because the support given to the “witch” is
too weak to reverse the final result. Among these inter-
actions, liking the original post carries different mean-
ings. When the event has very little attention, liking the
post simply means supporting this still relatively neu-
tral “witch”. However, once the event becomes highly
visible, liking the original post also helps spread and
strengthen the public execution of the “witch”. In social
media environments, the harm caused to victims no
longer comes only from obvious violence. Through
the effects created by every small interaction, | want
viewers to realise that even actions that seem fair or
socially acceptable may also contribute to harm.

Visually, | use historical executions of witches together
with the destruction of digital images as metaphors
for the harm caused by interaction. Although all the
posts follow the same interaction logic, they appear

in different visual forms, including burning, drowning,
branding, hanging, screen distortion and so on. At the
same time, most of the original posts mainly consist of
images with some text, reflecting the content structure
commonly seen on social media platforms.

Through this interactive graphic communication
design project, | hope design can become more

than a one-way delivery of information, and instead
create a two-way dialogue and even a longer-lasting
influence between the work and its audience. In this
project, interaction does not simply represent flexibility
or playfulness, but attempts to discuss a new form

of decentralised power structure with viewers. By
participating in the communication process, viewers
gradually become aware of how they themselves are
drawn into the execution of the “witch” through the
combined influence of platform systems, algorithmic
logic, and collective emotion.
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Starting from TV series as a reflection of society and
extending into the real space of social media, | grad-
ually explored how the labelling of women produces
stereotypes and leads to malicious attacks against
them. At this stage, the project focuses on social
issues related to women and online violence, while
also exploring the multiple roles of interaction in com-
munication. Usually, inviting audiences to participate
and interact in design is considered neutral or positive.
However, in my project, interaction is intentionally
aggressive, both towards the “witch” in the posts

and towards viewers who may feel uncomfortable or
shocked by their participation. This provocative feeling
of being drawn into the system supports my discus-
sion of how collective violence can be created through
many small interactions. As mentioned earlier, critical
or disruptive voices are often more noticeable than
voices that simply follow everyday logic. Therefore,
designing an interaction that goes against familiar
habits can better encourage viewers to become aware
of and reflect on their own behaviour.

Social media is not only a container for information, but
also something that shapes how users judge informa-
tion. As graphic designers, we play a significant role in
the construction of social media platforms. Through
the design of Ul interfaces and interaction logic,
graphic designers continuously guide the ways users
engage with content, including users’' behavioural
paths, emotional rhythms, and the selective amplifica-
tion and circulation of certain kinds of content. In this
sense, graphic designers are also unconsciously in-

volved in the production of digital witch hunts. There-
fore, when facing this kind of design work, graphic
designers should more carefully consider how inter-
faces and interaction systems are designed, in order to
reduce or avoid harm towards potential victims, and to
intervene through visual forms to prevent digital witch
hunts from happening as much as possible.

Because of this, my design no longer communicates
only the content itself, but also the system that pro-
duces that content. In the dictionary project, | mainly
focused on how TV dramas repeatedly classify and
simplify female characters through text and visual
representation. However, through audience feedback,
| gradually realised that viewers were not only reading
these classifications, but were also beginning to use
this logic themselves to analyse new “evil woman”
characters. This made me realise that when focusing
on systems, graphic communication design can shape
not only ways of seeing, but also users’ behaviours
and the relationships between users and designed
objects. At this stage, my focus has shifted from signs
to the systems that produce signs. | now treat the sys-
tem itself — including the signs within it — as the object
of design. From entering the system, to being influ-
enced by the content inside it, and finally reconsid-
ering their own position after interacting with it, users
are no longer simply passive receivers of information.
Instead, they form a two-way relationship with the de-
sign work and gradually realise that they themselves
may already exist within the system being criticised.
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In conclusion, | hope to continue exploring how critical
design can intervene in audiences’ everyday habits
and ways of thinking in the future. Rather than only
telling viewers my opinions directly, | hope design can
genuinely help people recognise their own position
within a system and understand how they are influ-
enced by it.

(This article was entirely written by me, with translation assistance
from ChatGPT.)
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evil

adj.

1. (of people A) enjoying harming others; morally
bad and cruel
o BEN); TR
-anevilman
TR
-anevilgrin
TR
2. having a harmful effect on people; morally bad
< HEN; EEMIF:
- evil deeds
AT
- the evil effects of racism
iRE KRS I
3. connected with the Devil and with what is bad
in the world
o TEEER); TEATAY:
- evil spirits
BR
4. extremely unpleasant
o I RHI; SAVEIRE); EATEFIRE:
-anevil smell
AERISR




WOMAN

/ 'woman/

woman

noun (pl. women/ ‘wimin/)

1.[c] an adult female human
o RELXT; @Ak
- men, women and children
BA. TATLE
- Iprefer to see a woman doctor.
BREAULLEELRER.
2. [U] female humans in general
o ZF; ZA:(informal)
- She’s all woman! (= has qualities that are typi-
cal of women)
MR HBILZ A
3. [Cc](in compounds ¥R E &%) a woman who
comes from the place mentioned or whose job or
interest is connected with the thing mentioned
o KH - (M. BER--F)WKF:
- an Englishwoman
HEZA
- abusinesswoman
TEA
--» note at gender
4. [C] a female worker, especially six who works
with her hands
o (RIEMFIHERM)ZI:
- We used to have a woman to do the cleaning.
BNERI—MLXTHHEEE.
5.[sing.] (old-fashioned) a rude way of addressing
a female person in an angry or important way
o (M ATCALEIFRIE) SR L1T:
- Be quiet, woman!
LR RIRILI!
6. [C] (sometimes disapproving) a wife or sexual
partner
«EF; ik; ¥
- He's got a new woman in his life.
AEERRET —TX A




MINI READER

/'mInz/ /'ri:da(r)/

minireader
noun.
« 3key texts that have significantly influenced my

Unit 3work.
o CRMNBREZBRTITTEEEZIMAINE
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A WITCH OR MONSTER, A MACICAL CREATURE OF THE LOWER WORLD
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SUCH, SHE STILLSTANDS, IN SHERRY ORTNER’S WORDS, “BOTH UNDER ‘-q
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