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Abstract
The U.S. views China as a challenger to the current global order. China is no longer satisfied with America dominating the world as the single superpower. The U.S. has relied on its global-leading film industry, Hollywood, to promote soft power and accomplish cultural hegemony on the global stage. Compared to the U.S., China needs more international attraction from the perspective of soft power and its film industry. Meg 2: The Trench can be seen as an attempt at cooperation in competition. This study focused on the latest Sino-U.S. co-production, Meg 2: The Trench, released in 2023, in the political context of competition between the two countries. The research objectives were as follows: 1) To examine actors’ portrayals and their relations, 2) to evaluate the Chinese ideological characterisations of the actors in this film, and 3) to evaluate China’s official ideologies propagated in Sino-U.S. co-productions. Furthermore, this research employed Algirdas Julien Greimas’s Actantial Model (1966[1983]) to analyse the portrayal of the characters and narratives of the story in Meg 2: The Trench critically with close textual analysis as the method for this research. We found that Hollywood made concessions regarding its value propaganda. Meg 2: The Trench emphasises Chinese official ideologies, but its essence is individual heroism. 
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INTRODUCTION
U.S. political scholar Joseph Nye (1990, p.166) created the concept of soft power: ‘This second aspect of power—which occurs when one country gets other countries to want what it wants—might be called co-optive or soft power in contrast with the hard or command power of ordering others to do what it wants’. According to Nye (2023), soft power is vital to a nation's overall strength. The U.S., as a single superpower dominating the global order, utilises the Hollywood film industry to promote its soft power and propagate its values and ideologies to the world. Hollywood is significant for the U.S. (Nelson, 2021). The Hollywood film industry significantly promotes U.S. soft power globally (Barrech & Khan, 2023). 
Hollywood's strong power has raised concerns and criticisms of individual cultural hegemony. Scholars have explored the concept of cultural hegemony. created the ‘theory of “hegemony”’. (Bates, 1975, p.351). According to Lears (1985, p.568), there is ‘no precise definition of cultural hegemony’ in Gramsci’s literature. In addition, Lears (1985) believed that it is not feasible to rely on a conceptual explanation to understand the terminology of ‘cultural hegemony’. Lears (1985, p.568) claimed that ‘the concept of cultural hegemony can only be understood within a variety of historical and intellectual contexts’.
In addition, Bates (1975, p.351) pointed out that ‘the basic premise of the theory of hegemony is one with which few would disagree: that man is not ruled by force alone but also by ideas’. Moreover, Bates (1975, p.360) said that ‘the masses [...]the fact of their subordination, not only to the force of the state, but also to the world view of the ruling class’. America’s advanced entertainment industry and propaganda mechanisms have primarily helped it achieve cultural hegemony on the global stage (Beal, 2022). Hollywood has been a solid tool to promote American soft power and has been seen as a powerful weapon for U.S. cultural hegemony.
However, in today’s political situation, according to Sharoon et al. (2023, p. 507), China is no longer satisfied with the current ‘one super power’ global order that is dominated by the U.S. Chinese President Xi Jinping and Chinese Officials rendered their verdict: Profound Changes Unseen in a Century. Shi (2022, p.2) believed that the idea of ‘Profound Changes Unseen in a Century’ proposed by Xi takes a ‘neutral’ position and is the ‘[...]foundation for a scientific analysis of the present international situation and pattern’. In general, according to Shi (2022), the U.S. has led the Western world, and its dominant global order is declining in the fields of culture, economics, and politics, while the rise of Southern countries such as China is challenging U.S. dominance and reshaping the global order as an emerging economy. In addition, the ‘regional powers’ (Shi, 2022, p.8), such as Japan and Germany, have been viewed as emerging economies by Shi. China, the second-largest economy and representative of emerging economies and the global South, faces the U.S. as a challenger on the global stage. 
On the other hand, the U.S. has seen China as a challenger to its dominant position in the world because of its rise (Iskanderova, 2023). Although there was an extended honeymoon period in Sino-U.S. relations in the past decades, Iskanderova (2023) believed that the rise of China’s hard power in terms of military and economics has raised concerns in the U.S. According to Shi (2022), the U.S. has adopted a unilateralism strategy to deal with emerging powers. Shi (2022, p.7) pointed out that ‘The US [...] especially to weaken the political radiation power and discourse power of emerging countries in the international community [...] reflect[s] the western idea of cultural hegemony and “clash of civilisations”’.
Considering this, Shi (2022) indicated that the rise of China and other Southern countries has caused concern in the Western world. Shi (2022, p.4-5) believed that ‘[...] the contest between China and the United States is entering a long-term, all-round, and increasingly fierce game period’. Therefore, China and the U.S. have entered an era of competition that includes soft power. China is a growing power worldwide and a challenger to U.S.-led unilateralism in the global order to broaden its international influence; soft power competition with the U.S. is inevitable. From a global perspective, China and the U.S. compete in soft power (Barrech & Khan, 2023).
In terms of soft power competition, Barrech and Khan (2023) pointed out that China, as an ancient and civilised country, has an inherent advantage. Nye (2012) traced its practical use to ancient China and traditional Chinese culture. For example, Nye (2012) believed that the concept of soft power had already been utilised and could be reflected in the ideas of an ancient Chinese philosopher, the founder of Taoism, Laotsu. Nye (2012, p.151) said, ’It is implicit in Lao-tsu’s comment that a leader is best not when people obey his commands, but when they barely know he exists’. However, compared to the U.S., China still needs to improve its soft power, including its film industry (Nye, 2023). On the global level, compared with China, the U.S. is more attractive from the perspective of soft power (Barrech & Khan, 2023). 
The Chinese Official has noticed the significance of soft power (Rawnsley, 2021). Chinese authorities officially recognise the concept of soft power, which has been increasingly attached to importance and discussed in the region by society and officials (Nye, 2012). The Chinese government invests heavily in soft power promotion every year (Rosen, 2021). Rosen (2021, p.206) stated the following: ‘Indeed, China, which spends over $10 billion a year to promote its soft power…’ Similarly, as Rawnsley (2021, p.195) pointed out, ‘Spending circa $US10 billion per annum on its soft power strategy, the People’s Republic of China has a strong capacity for cultural engagement’.
Chinese authorities have recognised the significance of the film in promoting soft power. While the film industry is an instrument that can be exported, communicated, and propagated at the willingness of China's state, it has also been seen as an effective tool for promoting Chinese soft power globally. The inherent characteristics of the film, which show the nation’s soft power, raised concerns for Chinese authorities. According to Rawnsley (2021, p.194), cinema has the following characteristic: ‘[...] cinema can define and reinforce social mores[...]’, which raises concerns regarding threats to indigenous values, such as the Hollywood film industry, which has caused challenges to Chinese ‘cultural identity’ (Rawnsley, 2021, p.195). In addition, Rosen (2021) claimed that, in terms of Chinese cinema and its impact on soft power, the Chinese decision-making level seeks to influence domestic spectators through soft power rather than global audiences. Rosen (2021, p.207) believed that the purpose of doing this is ‘[...]ensuring the patriotism of youth’. 
While Hollywood has been taking advantage, becoming a transnational cinema, and propagating American soft power, China does not have this power. The dilemmas that Chinese films face in their overseas markets include having a successfully high box office gross domestically but being unable to attract overseas local audiences, while Hollywood films take advantage of the use of the English language and similar factors to attract different national audiences (Rosen, 2021). Therefore, China needs access and opportunity to utilise the film industry effectively to promote its soft power on the global stage, as the U.S. does. Regarding Chinese films opening overseas, especially in the North American film market, Rosen (2021) believed that a co-production strategy is most effective for China. 
This research carefully investigates Ben Wheatley`s Meg 2: The Trench (2023), the sequel of The Meg, as the latest released Sino-U.S. co-production from the perspective of soft power. This research introduces Hollywood’s significance in promoting U.S. soft power around the world from a dominant position in world cinema, raising concerns about cultural hegemony. Chinese authorities have recognised the significance of the film in promoting soft power. Moreover, we frame the analysis within current Sino-U.S. relations; that is, the U.S. and its first-world political allies regard the rise of China and the Global South as challenges to the prevailing world order. We introduce the current Sino-U.S. relations in the political context of ‘Profound Changes Unseen in a Century’, as proposed by Chinese President Xi Jinping. 
The purpose of framing this research in a political context is to illustrate how China is competing with the U.S., including soft power competition within the binary opposition of the Global South and North, the Eastern and Western worlds, the rise of emerging economies in the context of multilateralism, and the U.S. as a single worldwide superpower country in the context of unilateralism. Therefore, this research focuses not only on soft power competition in Sino-U.S. co-production but also on bringing official ideologies to the analysis of Sino-U.S. co-productions to emphasise our argument: Sino-U.S. co-productions in the current political phenomenon can be viewed as corporate competition. 
This means that through textual analysis, official Chinese ideologies propagated by Meg 2 were identified as a consequence of soft power competition with the U.S. The Actantial Model developed by Greimas (1966[1983]) was employed in this research as the theoretical framework highlighting not only the roles in this co-production, which are assigned based on the respective nationalities (the U.S. or China), but also its narratives, which emphasised Chinese national characteristics and official ideologies. Finally, this research not only examines the ideological qualities (such as collectivism) embodied in the roles of China and the U.S. but also evaluates the specific state’s willingness to create these ideological characterisations of roles. 
Therefore, we analysed the Sino-U.S. co-production Meg 2: The Trench (henceforth Meg 2) and its narratives. We evaluated the soft power exhibition in this film combined with Sino-U.S. relations. Considering the U.S. co-production background, the research objectives were as follows: 1) To examine actors’ portrayals and their relations, 2) to evaluate the Chinese ideological characterisations portrayed by the actors in this film, and 3) to evaluate China’s official values that are propagated in Sino-U.S. co-productions.

RESEARCH BACKGROUND
The Sino-U.S. coproduction history began in the 1980s. Steven Spielberg`s Empire of the Sun (1987) has been seen as the earliest Sino-U.S. coproduction by Yang and Zhang (2017). According to Yang and Zhang (2017), in the early stages of Sino-U.S. co-productions, Chinese film producers needed equal discourse with the Hollywood film producers; the Chinese side was in a lower position when corporate with Hollywood cinema, and these films did not propagate the Chinese culture. Nevertheless, since 2012, the landscape of American and Chinese co-productions has changed. Chinese film capital has been more deeply involved in the production and distribution process of Hollywood films (Yang & Zhang, 2017). This means China has more power when cooperating with the Hollywood film industry. However, the cultural conflicts in the Sino-U.S. co-productions have not yet disappeared. (Chen,2018) Therefore, while Chinese film companies cooperate with Hollywood productions, they also face complex challenges.
Scholars have pointed out the challenges and benefits of China’s co-production. Co-production is an appropriate strategy for promoting the soft power of China (Peng and Keane, 2019). Specifically, Peng and Keane (2019, p.10) pointed out that ‘[...]film might contribute to the enhancement of China’s cultural profile around the world if filmmakers were able to harness the opportunities provided by co-production, particularly the ability to craft universal stories’. Additionally, according to Peng and Keane (2019), interference from the state-dominant level creates obstacles to co-production films. Peng and Keane (2019, p.10) stated that ‘The efficacy of China’s soft power strategy is undermined by the degree of control of the Chinese state over its media. [...] China offers unique challenges such as strict censorship, government intervention, unclear regulations, and underdeveloped industry mechanisms’. 
Furthermore, co-production films face the challenge of pleasing Western and Chinese individuals by generating cultural and emotional resonance in one film. The failure of Zhang Yimou`s The Great Wall (2016) at the box office and the audience’s reputation are typical examples evidencing this. According to Huang (2020, p.17), one of the primary objectives of The Great Wall was ‘to showcase the superiority of the Chinese and their culture and values’. However, L.N. Zhang (2023, pp. 132-133) stated that ‘The Great Wall cannot unite the different cultural imaginations between the Oriental and West into a global consensus’. L.N. Zhang (2023) believes that one of the significant reasons for The Great Wall`s box office failure is that the image of the Tao Tie does not resonate culturally among audiences. According to Li (2022), the image of Tao Tie was designed based on Western film producers’ imaginations and previous experiences making Hollywood films that did not fit Chinese spectators` custom.  
Furthermore, Huang (2020) examines three past Sino-U.S. co-productions, Ann Hu`s Shadow Magic (2000), Daniel Lee`s Dragon Blade (2015), and Zhang Yimou`s The Great Wall (2015), all of which show China’s Great Wall in their narratives. On one hand, Huang (2020) pointed out the differences in the images of the Great Wall among these three films. First, Huang (2020, p.4) indicated that in Shadow Magic, the image of the Great Wall has been demonstrated ‘to project a united, homogenous, autonomous, and bountiful modern China’; the other films, The Great Wall and Dragon Blade, portray China negatively by showing ‘[...]fragmentation and defenselessness[...]’ in the case of The Great Wall; ‘[...]Dragon Blade further portrays a China that is not only fragmented but also heterogeneous’. On the other hand, in terms of the similarities in the construction and implication of the images of the Great Wall, Huang (2020) believed that in these three films, the Great Wall commonly signifies China`s nationalist sentiment.
In addition, a group of scholars views another Sino-U.S. co-production blockbuster, Jon Turteltaub`s The Meg (2018), as a successful example. The Meg was released as a Sino-U.S. co-production film. This co-production narrates the Chinese culture and values. L.N. Zhang (2023) believes that Chinese film producers can dominate the story’s content by producing The Meg, contrary to The Great Wall, which shapes the Chinese woman’s role using positive characteristics. In addition, L.N. Zhang (2023) believes that in The Meg, Chinese elements were infused from the character and scene setting to the narrative mode, and these Chinese elements, which still obey the classic Hollywood narrative pattern, constructed the Chinese cultural background.
Scholars have different opinions on whether The Meg promotes Chinese soft power. According to Wagner (2023), The Meg shows a desire for China’s advanced technological performance on the screen. Wagner (2023) pointed out that, as exhibited in the film, these advanced technologies promote Chinese soft power. Nevertheless, Rosen (2021) held a different idea of The Meg than did L.N. Zhang (2023). On one hand, The Meg has been seen as a successful Sino-U.S. co-production by Rosen (2021, p.214): ‘The Meg [...]with a North American box office of $141 million, a Chinese box office of $153 million, and a total worldwide take of over $521 million’. On the other hand, even though The Meg is an example of a successful co-production film at the box office, it does not promote Chinese soft power virtually (Rosen, 2021).
Generally, we argue that in Sino-U.S. co-productions, the setting of the characters’ images determines whether the film succeeds. This character setting signifies the Chinese and American soft power competition at the national level, including an ideological perspective. Moreover, corporations with Chinese film companies have developed better strategies for foreign films to avoid restrictions on imported films (Yan & Yu, 2021). American film companies understand the importance of co-producing films with China because the huge Chinese film market can benefit them financially, and through co-productions, they can export American ideologies over a long period of time. Thus, Hollywood can benefit from the Chinese film market. The vast Chinese domestic film market has attracted the interest of global film producers (Peng & Keane, 2019). In the early stages of Sino-U.S. co-production, America dominated production; however, in the latest examples, China seems to have challenged the inherent American hero image. Therefore, examining whether Chinese roles have enough power to export China’s ideologies in Sino-U.S. co-production is significant. 

METHODOLOGY 
This research was conducted qualitatively, using close textual analysis as the research method. Smith (2017, p.1) also used textual analysis as a research method. 
Textual analysis is a method of study utilised by researchers to examine messages as they appear through a variety of mediums. The data generated for textual analysis can come from documents, films, newspapers, paintings, web pages, and so forth. These forms of data serve as the ‘texts’ under study and are used to assess the meanings, values, and messages being sent through them.
The Meg has been considered a successful example of Sino-U.S. co-production, and many past studies suggest that The Meg tells good Chinese stories (Zhang, L.N., 2023). Meg 2 is the latest Sino-U.S.-produced blockbuster and was released as a sequel to The Meg. It cast a stereotypical Chinese actor, Wu Jing, who previously portrayed the protagonist in several Chinese Main Melody films, such as the Wolf Warrior series and The Battle Lake of Changjin series, in the leading role. These Sino-U.S. co-production samples are shown in Table 1, along with the film information, courtesy of the IMDb.
Table 1: Research Samples
	Title/Director
	Production
	Genre
	Year

	Meg 2/Ben
Wheatley
	Appelles Entertainment, Maeday Productions, China Media Capital, Flagship Entertainment Group, etc.
	Action; Adventure; Horror; Sci-Fi; Thriller
	2023


With these research objectives in mind, this qualitative study used a close textual method. It purposively selected the latest Sino-U.S. co-production, Meg 2, as a research sample. This research employs Algirdas Julien Greimas’ Actantial Model as the theoretical framework. This model is shown below:
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Diagram 1: The Actantial Model from A.J. Greimas (1966[1983])
Moreover, the six actants and three axes in the Actantial Model are explained by Hébert (2020, pp.80-81): 
(1) subject/ (2) object. The subject is what is directed toward an object. [...] (3) helper/ (4) opponent. The helper assists in achieving the desired junction between the subject and object; the opponent hinders the same. [...] (5) sender/ (6) receiver. The sender is the element requesting the establishment of the junction between the subject and the object. [...] the receiver (or beneficiary- receiver) as that which benefits from achieving the junction between subject and object[...]
Generally, this research uses Greimas’ (1966 [1983]) Actantial Model to analyse characters’ portrayals and relationships and to evaluate the soft power of the research sample.

RESULT AND DISCUSSION
Meg 2, released in 2023, is the latest release among Sino-US co-productions. The Chinese actor Wu Jing played one of the leading roles in this film. Wu used to portray the Chinese solider in the leading roles in Chinese war/action genre films, such as his self’s films Wolf Warrior (2015) and Wolf Warrior 2 (2017), Chen Kaige et al. ’s The Battle at Lake Changjin (2021) and The Battle at Lake Changjin II (2022) in the past. In this co-production, Wu played a Chinese scientist with Hollywood action star Jason Statham. In addition, Wu Jing is viewed as a martial artist (Jia, 2021). Wolf Warrior 2 was considered a main melody film, a representative blockbuster that describes the Chinese military serving overseas (Yang, 2023). Moreover, Yang (2023) pointed out that main melody films export the ideology of the Chinese authority. On the other hand, Yang (2023, p.14) also said that ‘[...] these films constructed a “wolf warrior” stereotype of China and Chinese diplomacy because of their nationalistic expressions and stereotypes’. Likewise, The Battle of Lake Changjin series tells the story of the Korean War; Wu portrays a soldier in the Chinese People's Volunteers (CPV) fighting against the U.S. army. The analysis in Meg 2 introduces its Chinese lead role, Wu Jing, who has been seen as a stereotypical Chinese main melody film actor espousing nationalism. Wu plays the leading role in Sino-U.S. co-productions, which sends solid ideological signals. 
Furthermore, the characters in Meg 2 were purposely selected and are introduced in this paragraph: 1) Jason Statham portrays Jonas Tylor, a deep-sea diver and stepfather of Meiying who has excellent fighting skills; 2) Wu Jing portrays Zhang Jiuming, a talented Chinese scientist and Meiying`s uncle who designs advanced equipment, such as exoskeleton armour, in the film; 3) Meiying is a courageous, intelligent girl in the film whose mother, Zhang Suyin, is a Chinese marine biologist who has passed away; 4) Mac and 5) DJ are portrayed as an operation manager and an engineer, respectively, in the film; 6) Jess was one of the staff of Mana One, but she betrayed her colleagues; 7) Montes is portrayed as a villain in the film who has a mercenary team and is engaged in illegal marine mining and tries to kill Jonas Tylor because Jonas put him in jail; 8) Driscoll is a billionaire who funded Zhang Jiuming’s research and his institution, Mana One and is a villain in this story; she betrays Jiuming and others and cooperates with Montes in illegal business.
Meg 2 tells the story of the Chinese scientist Zhang Jiuming and a deep-sea diver and environmental crime fighter, Jonas Tylor, who, with their teammates in their oceanic exportation, accidentally discovered illegal marine mining by a criminal group led by Montes. Montes used explosives in a trench to trap Jiuming, Jonas, and their team members. An Oceanic Institute insurgent, Jess, further disrupted their rescue submarine and attempted to murder them along with another traitor, Driscoll. Eventually, Jiuming and Jonas relied on their creative intelligence to save themselves, and despite that, they still lost teammates. They realised the threat posed to tourists by the terrified marine organisms, including the meg, the giant octopus, and snappers. 
To warn tourists, Jonas, Jiuming, their helper Mac, DJ, and other teammates went to Fun Island. Driscoll, Montes, and their mercenary team arrived on the island to hunt Jiuming, Jonas, and their friends. Eventually, Jiuming and Jonas eliminated their opponents on the island, and the marine resources were protected. Furthermore, in this film, Jonas and Jiuming took individual heroism to the extreme: under the strategy of parallel narratives, Jiuming, along with DJ and Mac, eliminated the marine monsters and the mercenary team, primarily owing to Jiuming’s intelligence and gentle behaviour; Jonas used a fishing gun to kill the meg and his opponent, Montes. 
We employed Greimas’ Action Model to examine Meg 2’s story, combining the model's analysis from Hébert (2020) with the characters’ relationships as demonstrated in Table 2.
Table 2: The characters' portrayal based on the Actantial Model
	Subject
	Object
	Helper
	Opponent
	Sender
	Receiver

	Zhang Jiuming
	Protecting Tourists
	DJ
	Jess, Montes, and Driscoll
	Zhang, Jiuming
	Tourists

	Jonas Tylor
	Protecting the Ocean Environment and Resources
	Mac etc.
	The Meg, Snappers, and Giant Octopus
	Jonas Tylor
	Ocean Environment and Resources


Zhang Jiuming and Jonas Tylor are considered the subjects, and protecting the safety of tourists, the ocean environment, and resources were their objects. DJ and Mac helped Jiuming and Jonas achieve their goals; Jess, Montes, and Driscoll destroyed the marine environment by illegally mining marine resources for money. In addition, Montes wanted revenge on Jonas. Therefore, they are considered opponents. The Megs, Snappers, and Giant Octopus were objective threats to tourists’ safety, and the primary purpose of Jonas, Jiuming, and their group going to Fun Island was to warn tourists of the dangers of these deep-sea creatures. Therefore, they must be categorised as opponents. Jiuming and Jonas took action to protect tourists and ocean resources; therefore, they are also considered senders. Finally, the opponents were defeated, the tourists were saved, ocean resources were protected, and they both benefited, so they were also the receivers. According to the Greimas’ (1966[1983]) Actantial Model, this can be expressed as follows:
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Diagram 2: The characters' portrayal based on the Actantial Model by A.J. Greimas (1966[1983])
By analysing the characters using Greimas’ theory, we found that Meg 2 emphasises the focus on characterising the individual heroism of the protagonist. Based on Greimas’ model, the helpers are weak; when Jonas and Jiuming are stranded in the trench, the helpers cannot offer help. The opponents were able to become more vigorous. Although the villain, represented by Montes, creates some difficulties for the protagonists, this does not cause any substantial harm to Jiuming and Jonas. Particularly in the head-to-head confrontation between Jonas and Montes, the difference in strength between the two sides can be clearly observed. Compared to Montes and his team, the ocean monsters seem even more terrifying, but the protagonists eventually understand them. Weak helpers and opponents signify strong heroes. Indeed, Meg 2 selects a dual protagonist narrative with individual heroism as its core: Jiuming, a Chinese hero, cooperates with the white hero, Jonas, and they solve all of the problems in Sino-U.S. co-production.
Meg 2 is the second production of The Meg series, continually demonstrating imaginary ocean creatures and magnificent ocean views. Meg 2’s story begins with Jonas lurking in a criminal group that released nuclear wastewater into the ocean. Jonas successfully collects the related criminal evidence. At the Oceanic Institute, Zhang Jiuming, a Chinese scientist, is testing a high-tech wetsuit developed by Zhang that reflects China's high-tech abilities and shapes the Chinese character's image with sophisticated technology. The next scene, the 10th anniversary of the Oceanic Institute, reflects several points in the discourse. While Jonas complains that he could not understand why he has appeared on this occasion, Mei Ying tells him it is because he is a team player. The formation of the Chinese value system has been influenced by the high degree of uniformity in feudalism. Considering the background, for the stability of the whole, the individual’s interests have often been secondary to the overall interests, making collectivism one of Chinese society’s ethical rules (Yan & Li,2021). This signifies and emphasises the collectivism of Chinese values rather than individualism from the West, even though Jonas is a White hero. 
Promoting collectivist values has been common in Chinese cinema in recent years. Values prioritizing collective interests over individual interests are widespread in Chinese mainstream films (Hu &Guan, 2021). For example, Frant Gwo`s The Wandering Earth (2019), the Chinese sci-fi blockbuster, propagated collectivism (Zhang, 2020). In addition, an action film, Wolf Warrior 2, has promoted collectivist values. (Hussain, et al., 2023) Furthermore, Yan (2022) believed that the Chinese mainstream film My People, My Country, which aimed to celebrate the 70th anniversary of the founding of the People`s Republic of China, expressed collectivist values. Hence, collectivism became the mainstream value propagated by the Chinese blockbusters. Collectivism can be traced back to Confucianism in Chinese philosophy. A. Zhang (2023) highlighted Confucian elements in the Chinese film Jiao Zi`s Ne Zha (2019). Chinese authorities are willing to view films with Confucian elements, which occupy a dominant position in Chinese cinema (Zhang, A. 2023). As Wang et al. (2022, p.2) said, ‘Chinese people and other East Asians emphasise familism and clannishness, unity and harmony, self-discipline and self-moderation, filial piety, modesty and prudence, and respect for education, all of which reflect the typical characteristics of Confucian values’. Therefore, the collectivism in Meg 2 can be viewed as a reflection of traditional Chinese values.
Zhang Jiuming was the director of the institute and a scientist. He mentioned that his name was taken from ancient Chinese literature, which signifies that China has an abundant civilisation and philosophical history and that Chinese culture is communicated through this film. In addition to Chinese traditional culture, Zhang Jiuming straightforwardly indicated his objective of developing the institution because of the spirit among the Chinese people of exploring the unknown, symbolising that the sleeping lion had awoken. Currently, China’s ambition, on behalf of human civilisation, is to further explore the world. Similarly, in his speech, Zhang Jiuming pointed out the significance of protecting the ocean for China and mankind. This co-production ocean genre emphasises the marine ecological protection theme, and the protest against wastewater discharge into the sea reflects Chinese President Xi (2021) ’s initiative at the Leaders’ Summit of Climate.
We need to act with a sense of responsibility and unity, and work together to foster a community of life for man and Nature. [...] We should protect Nature and preserve the environment like we protect our eyes, and endeavour to foster a new relationship where man and Nature can both prosper and live in harmony. 
Meg 2, as a Sino-U.S. co-production, focuses on oceanic environmental protection, reflecting President Xi (2021) `s idea to ‘work together to foster a community of life for man and Nature’ and the announcement that China is a ‘responsible global superpower’ that accords with China`s official self-definition, which is frequently announced by the Chinese government. Moreover, it reflects a common and interesting topic in China and the U.S.: environmental protection. Therefore, the enemy in this Sino-U.S. corporate film was set as an illegal ocean mining group that could identify an appropriate topic to avoid antagonistic and sensitive issues, as China has values, ideologies, and opinions that differ from those of the U.S.
In evaluating Meg 2, we found that, first, the topic of Meg 2 is the protection of the marine environment, which ingeniously avoids potential ideological conflicts between the U.S. and China, as the topic is a common interest of both sides. Meg 2 promotes the cultural values of traditional Chinese culture and contemporary socialist cultural values. It emphasises teamwork and collectivism; however, it relies on individual heroism to promote story development, as reflected by the two protagonists, Zhang Jiuming and Jonas Tylor. Furthermore, by reviewing past literature on Sino-U.S. co-production on holidays, we found that through Hollywood-dominated Sino-U.S. co-productions before, Hollywood shapes Chinese culture in appropriate ways; however, in Meg 2, China eventually has an optimistic protagonist who cooperates with the white hero and has an opportunity to communicate Chinese values, at least on the surface. 
A value gap still exists in Meg 2 because it is rooted in the relations between the U.S. and China. The differences between Chinese and Western films include visual language, narratives of the story, and character image shaping, resulting from differences in culture, history, social context, and values (Qiu, 2023). While the Chinese film industry cooperates with Hollywood, China's purpose is to leverage Hollywood's reputation to promote the Chinese film industry globally, and the connotation is to promote Chinese values by utilising the film industry's influence. However, in Meg 2, the protagonists were dedicated to heroism in their actions but propagated Chinese values primarily through dialogue. The Chinese film industry must select a hidden approach to export its values rather than direct, straightforward statements through actors’ lines. In Meg 2, China did not lose in the soft power competition with the U.S.; at a minimum, it shaped a Chinese hero as its leading role, announced the state’s willingness, and represented Chinese soft power, creating a new paradigm for Sino-U.S. co-production. 

CONCLUSION
This article evaluates the Sino-U.S. co-production Meg 2: The Trench in the context of current global political phenomena and the judgment proposed by Chinese officials of ‘Profound Changes Unseen in a Century’. In complex international relations, China and the U.S. are the major powers of the East and West, respectively, competing on all fronts, including soft power. Specifically, China represents the global South and has been regarded as a challenger to the current international order dominated by the U.S. Additionally, film is a significant instrument for propagating national ideologies and promoting national soft power. Based on these backgrounds, Sino-U.S. co-productions are receiving increasing critical attention. Sino-US co-production can be seen as soft power competition and regarded as cooperation attempts in the context of Sino-U.S. competition.
Hollywood continues to dominate the world of cinema today. Paradoxically, Hollywood productions are not in tune with the Chinese side in the co-production narratives. Rosen (2021, p.215) claimed that ‘[...] the more closely a film meets China’s requirements for co-production status[...] the less likely a Hollywood studio or production company planning a blockbuster would want to opt for co-production status’. However, Hollywood cannot avoid concessions because of the giant economic lure in the Chinese film market. China's film industry is aiming to expand its international influence through cooperation with Hollywood. The significant growth of China’s cultural industry indicates its tendency toward globalisation (Pun & Fung, 2022).
Ultimately, China has drastically different ideologies from the U.S. Meg 2 relies on more than just a fascinating heterogeneous Eastern culture to attract global audiences. Practically speaking, this illustrates the strong intertextuality between Chinese authorities’ ideologies and political willingness. Therefore, Sino-U.S. co-production can be regarded as soft power competition within a binary system between Oriental and Western cultures, the socialism and capitalism ideologies, the Western universal values, and Xi Jinping’s thoughts on socialism with Chinese characteristics for a new era plus China’s traditional values, for example, Confucianism and the global South and North. Most importantly, both Hollywood and China benefited from their cooperation. Regarding Meg 2, the co-production position provides Hollywood with convenient access to enormous amounts of Chinese cinema. China can utilise Meg 2’s international power to propagate the Chinese state's willingness to promote soft power. Ideological and soft power competition remains the central issue Sino-U.S. co-production must face; this may change as the global cinema industry reconfigures itself. However, in film criticism, it remains a significant function to focus on in the current international context. Future studies may take the perspective of audience perceptions to analyse this topic from a qualitative or quantitative approach. 
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