



[image: ]








AQA Media Studies for A-level Revised Edition: Boost eBook

Boost eBooks are interactive, accessible and flexible. They use the latest research and technology to provide the very best experience for students and teachers.

●Personalise. Easily navigate the eBook with search, zoom and an image gallery. Make it your own with notes, bookmarks and highlights.

●Revise. Select key facts and definitions in the text and save them as flash cards for revision.

●Listen. Use text-to-speech to make the content more accessible to students and to improve comprehension and pronunciation.

●Switch. Seamlessly move between the printed view for front-of-class teaching and the interactive view for independent study.

●Download. Access the eBook offline on any device – in school, at home or on the move – with the Boost eBooks app (available on Android and iOS).

To subscribe or register for a free trial, visit
hoddereducation.com/boost/ebooks









[image: ]







Although every effort has been made to ensure that website addresses are correct at time of going to press, Hodder Education cannot be held responsible for the content of any website mentioned in this book. It is sometimes possible to find a relocated web page by typing in the address of the home page for a website in the URL window of your browser.

Hachette UK’s policy is to use papers that are natural, renewable and recyclable products and made from wood grown in well-managed forests and other controlled sources. The logging and manufacturing processes are expected to conform to the environmental regulations of the country of origin.

To order, please visit www.hoddereducation.com or contact Customer Service at education@hachette.co.uk / +44 (0)1235 827827.

ISBN: 978 1 3983 8801 7

eISBN: 978 1 3983 8792 8

© Stephanie Hendry and Elspeth Stevenson 2024

First published in 2024 by Hodder Education,

An Hachette UK Company

Carmelite House

50 Victoria Embankment

London EC4Y 0DZ

www.hoddereducation.com

Impression number  10  9  8  7  6  5  4  3  2  1

Year       2028  2027  2026  2025  2024

All rights reserved. Apart from any use permitted under UK copyright law, no part of this publication may be reproduced or transmitted in any form or by any means, electronic or mechanical, including photocopying and recording, or held within any information storage and retrieval system, without permission in writing from the publisher or under licence from the Copyright Licensing Agency Limited. Further details of such licences (for reprographic reproduction) may be obtained from the Copyright Licensing Agency Limited, www.cla.co.uk

Cover photo © Pawel Horazy – stock.adobe.com

Typeset by Integra Software Services Pvt. Ltd

Printed in Slovenia

A catalogue record for this title is available from the British Library.

[image: ]







How to use this book


This book has been created to support your study of the theoretical framework of AQA A Level Media Studies. It explores all the key theories and debates highlighted in the specification associated with media language, representations, audience and industries.

This new edition of the book puts all the theory you will need in one place. It can be used in lessons to ensure a thorough introduction to each area. You can also use this book to support your studies at home for independent learning, and for revision as you approach your final exams.

Also included is guidance on how to approach the Non-examined Assessment (NEA), developing your skills in Media Studies, and preparing for examination.

How the chapters relate to the specification


■ Chapter 1

This chapter introduces you to the techniques used to study print media products. It also offers some introduction to narrative and genre theories and how we can apply these to print media, as well as introducing the concept of intertextuality in print media. 

This section is of particular use in studying the advertising and magazine Close Study Products on your course. Some of the techniques used to explore print media product are also transferable skills you will use when studying your online, social and participatory CSPs.


■ Chapter 2

In this chapter you will be exploring the technical codes of audiovisual media. You will further develop your understanding of narrative, genre and intertextuality.

This part of the book effectively supports your study of television and advertising. It can also be used to support your learning and analysis of video content in online, social and participatory CSPs, and computer games.


■ Chapter 3

This chapter explores what makes digital media products distinctive in their use of media language, and helps you to understand how the technical codes and theories you have encountered in earlier chapters may be successfully applied to CSPs such as websites, computer games and social media content.


■ Chapter 4

By this time, you will have a good understanding of how to analyse the technical codes of a range of media products, as well as how to apply theoretical approaches to narrative and genre. This chapter develops your understanding of media language and contextualises it within movements in critical thinking known as structuralism, poststructuralism and postmodernism.


■ Chapter 5

Media language is used to construct meanings for audiences – to represent events, places, issues, ideas and groups. In this chapter we will consider how representations are constructed using a range of critical approaches and key thinkers.

This chapter is useful for all the CSPs that require the study of media language and close textual analysis to support your learning.


■ Chapter 6

In this chapter, we will explore how the media targets and attempts to reach audiences and how audiences respond to and interpret media products. We will also consider how audiences participate in mass media.

This chapter is particularly important for the full CSPs that require study of the whole theoretical framework, as well as for newspapers and radio CSPs.


■ Chapter 7

Here we focus on media industries, and the ways in which they produce, distribute and circulate media products. We will consider the relationship between audiences and producers, the economic issues that motivate industries and the way industries respond to changes in the media landscape.

This knowledge will be most applicable to your study of radio, newspapers, film industries and the full CSPs.


■ Chapter 8

This section of the book advises on how to develop the media skills you have acquired so far. It explores the types of activities you can undertake to develop both production and critical thinking skills as you progress throughout the course.


■ Chapter 9

The practicalities of media production are covered here, and some general information on the principles of producing work across print, e-media and audiovisual production. We will be considering how we can successfully replicate the codes and conventions and common media forms using media technologies.


■ Chapter 10

In this chapter you will be given an introduction to the NEA and how to select the brief that’s best for you. You will think about how best to release your product through media technologies and how to write your Statement of Intent to accompany it.


■ Chapter 11

Here we provide an overview of the examinations you will take at the end of the course – their structure, content and assessment objectives. You will also consider how to build your skills in comparing CSPs. We will also explore how to demonstrate your knowledge of the theoretical framework through focused use and selection of examples from your CSPs.

Features in the book


■ Apply it

These sections in each chapter allow you to consider ideas in light of your own media knowledge and experience, and to test out newly acquired learning.


■ Key terms

These are highlighted throughout on first use and include all essential vocabulary from the specification. To find out the meaning of word and see it used in a sentence, look for the key terms boxes on each page.


■ Stretch and challenge

One of these features is included per chapter to help you to look beyond your initial learning to further ideas and concepts.

The authors of the book would like to wish you all the best on your journey through your A Level Media Studies course and in developing your academic understanding of this aspect of popular culture, and what it can tell us about the world we live in today.


■ Quick questions

These questions will help you extend your application of the ideas being discussed. (Suggested answers to quick questions are available at: www.hoddereducation.com/AQAMediaStudiesRevised.)








Chapter 1

Reading print media



➜ What you will learn in this chapter

Chapter 1: Reading print media covers:


	◼  how print media language can communicate multiple meanings and combine to influence meaning


	◼  the common codes and conventions of print media forms and products


	◼  the contribution of narrative to meaning in print media texts


	◼  the codes and conventions of print media genres


	◼  what we mean by intertextuality in print media.







Enabling ideas

The following ‘enabling ideas’ from the specification are introduced in this chapter:

3.4.1.1 Semiotics


	◼  sign


	◼  signifier


	◼  signified


	◼  dominant signifier


	◼  icon (iconic)


	◼  index (indexical)


	◼  code


	◼  symbol


	◼  anchorage


	◼  ideology.




Barthes’ ideas and theories on semiotics:


	◼  signification


	◼  denotation


	◼  connotation


	◼  myth.




3.4.1.2 Narratology

Todorov’s ideas and theories on narratology:


	◼  narrative structure


	◼  equilibrium


	◼  disruption


	◼  new equilibrium.




Narratology:


	◼  narrative codes.




Note: Throughout the chapter we will be considering how audiences respond to and interpret these aspects of media language, since without the audience to interpret meaning there is none.




1.1 Decoding print media texts using basic semiotics

Understanding how the combination of elements of media language influence meaning is a crucial part of learning to ‘read’ the media. We will be building this knowledge and understanding based on the examples of the forms of unseen or Close Study Product Media you will encounter on the course over the next three chapters. First, we will be considering print media.

One of the key approaches you will be using throughout the course is semiotic analysis. Semiotics is the study of signs in a culture. These might be any aspect of print, audio-visual or digital media, including images, sounds and language. Semiotics is a complex field, and at A-level you will not be expected to have an exhaustive knowledge of the subject, but you will need to have a working knowledge of some of the basics. Some of the principles of semiotics you will use repeatedly; others you will use less frequently.


TIP

When you use semiotic analysis to help you decode a text, you should use it alongside other elements of the theoretical framework and terminology associated with each field. Some of the introduction you will find here is applicable across all the media forms that you will be studying; other aspects are specific to print media. In Chapters 2 and 3 we will consider how you can modify the approach in this first chapter to suit different mass media forms. As you begin each of those chapters, it is suggested you re-read this section to help you internalise the approach.




[image: ]  You can read more about structuralism and post-structuralism in Chapter 4, which also explains their relationship as critical approaches with another enabling idea, postmodernism.




■ The origins of semiotic theory

Semiotic theory is the study of signs in our culture and how they communicate meaning. Semiotics is related to linguistics and is part of two wider fields in critical theory known as structuralism and post-structuralism.


Key terms

critical theory an approach to the study of culture that considers how various forces are at work in its production

Critical theorists focused on gender have tended to focus on representations of women in popular culture.

linguistics the study of structural aspects of language, with many sub-specialisms

A linguistic analysis of the lexical codes allows us to read the headline as being in favour of the government’s move.

post-structuralism later work on structuralism that both extends its ideas and critiques its approach

This emphasis on the multiple meanings of the car as a sign is post-structuralist.

structuralism a way of analysing culture that prioritises its form/structure over function according to codified systems

A structuralist reading of the text would highlight the repetition of the conventions of adverts for grooming products.



Before we learn more about some of the key terms we will use in semiotic analysis of products, it is worth exploring where these enabling ideas come from. Ferdinand de Saussure was a Swiss linguist and is considered by most to be one of the founders of semiotics, although the ideas that informed his work have much earlier roots. Saussure is not a named key thinker on the course, but you will be using his terminology regularly in your analyses of your Close Study Products. Saussure viewed semiotics as a scientific discipline, although it is not usually regarded in this way by modern theorists. Because of this, his thinking applied to reading signs is sometimes referred to as semiology, although it is fine to use the term semiotics.


Key term

semiology Saussure’s term for the study of signs, which he regarded as being similar to a science

A semiological reading can be determined by breaking down the complex sign into its component signifers + signifieds.



[image: ]

Saussure believed that linguistics provided a good model for application to wider cultural phenomena. Written or spoken language is the primary form of communication between humans, but it is not the only form. The mass media are forms of communication that deploy traditional language structures, but also are full of other codes. Semiotics allows us to access these other codes and to understand the sense that audiences make of them.

At its simplest, Saussure’s model of the sign and signification process can be illustrated as follows: sign = signifier + signified

[image: ]

It is usually drawn as shown on the right.

It would work as follows, where the word ‘tree’ conjures in the reader’s mind the tree as a real-world object:

[image: ]

A signifier cannot exist without a signified – the two parts of the sign work in tandem. The mental concept (the signified) is almost simultaneously triggered the moment a signifier (the symbol or real-world object) is perceived. This element of Saussure’s work remains at the heart of how we use semiotics in media studies. The sign itself can be thought of as the overall effect of the signifier and signified combined. 

Signs can be simple or complex. Some print advertising uses simpler signs – which can be very effective. Most media texts you analyse can be regarded as complex signs, comprised of many signifiers plus signified which combine into a larger overall signification of the sign.

[image: ]


EXAMPLE: The open or closed shop

In his book Semiotics: The Basics, Daniel Chandler gives the example of an ’OPEN’ sign encountered by someone at a shop door. Because the word ‘open’ (the signifier) has a context – being on the shop door – the signified is that the shop is open for business. Similarly, a ‘closed’ sign would signify the opposite.




Apply it

Depending on how confident you feel with this idea, either:


	◼  think of five examples of simple sign construction using Chandler’s example of an open sign on a shop door




or


	◼  use the internet to search the phrase ‘Examples of semiotic analysis’ to find some simple examples of the signification process and how it makes simple signs.






For the signification process to work in a culture, users have to agree on the signified. The relationship between the signifier and signified is not always obvious unless you have prior knowledge of the role of the signifier in a culture, and this is sometimes referred to as an arbitrary relationship. A good example of this is European languages that use the Roman alphabet, which only makes sense to its users because they all agree what the letters and words mean – there is no literal relationship between the shape of the letters that form the words and the meaning of the word. In European culture, we inherit the arbitrary meanings when we learn language from our parents and those around us. However, some other languages use lettering systems that do bear some resemblance to their meaning in the real world – for instance, the origins of the Chinese characters for tree, water and moon are in pictographic representations of these objects. In most cultures, children inherit the arbitrary meanings of signs when learning language from their parents and those around them.


Key term

arbitrary relationship a relationship between signifier and signified that is not obvious (e.g. the word ‘cat’ written using the Roman alphabet and our mental image of the animal)

The shaka is an arbitrary sign unless the cultural meaning of its association with surf culture and friendly intent is understood.



At the same time, we inherit the agreed meaning of a sign. Signs in popular culture are more complex than the meanings of words and, because of this, not all users may agree completely on their meaning. Their intended meaning, though, is usually understood by most, with only subtle variations in the decoding process.


Apply it

Research a text from a culture you are not familiar with. Depending on your background, for example, you could choose a trailer or digital advert for a South Korean television show from any network, such as K-Dramas on Netflix. Which aspects of the text can you understand within your own cultural frame of reference? Which are more difficult to understand?




[image: ] To further your understanding of how and why audiences may read media products differently, see Chapter 6: Media audiences, reception theory.




EXAMPLE: Advertising in different cultures and the signification process

Seeing how a familiar product is advertised in another culture can be very interesting. Some elements of the branding are likely to remain recognisable, whereas others will be better matched to regional signifying practices. This could include changes in language used, photography, gender representations and other factors. This article from Insider website demonstrates the sheer variety of different images used by Coca-Cola, a truly globalised brand, around the world:

https://tinyurl.com/4eah4a66





Like Saussure, US-born scientist and philosopher Charles Peirce is credited with making some of the most significant contributions to the field of early semiotics, although his ideas differ slightly from Saussure’s.

The categories he defined were:


	•  Arbitrary signs, or symbolic signs, where there is no physical relationship between the signifier and its concept. Language, which we discussed earlier while looking at Saussure, falls into this category.


	•  Iconic signs look like their signified, making the relationship between the two very straightforward and obvious.


	•  Indexical signs, where there is a causal relationship between the signifier and signified.





Quick questions


	1  Give an example of a sign where the relationship between signifier and signified is arbitrary.


	2  What factors can affect how well you understand a sign in a culture?


	3  Explain the relationship between signifier and signified in a sign.







[image: ] For more on Barthes see section 1.3: Narrative organisation in print media texts.




EXAMPLE: Peirce’s three signs

Daniel Chandler gives some excellent examples of all three of these categories of signs in Semiotics: The Basics.


	◼  Symbolic signs – numbers, Morse code, traffic lights


	◼  Iconic signs or icon – portraits, a scale model, sound effects


	◼  Indexical signs or index – footprints, a skin rash, a weathervane




[image: ]
▲ A symbolic sign (left) and an indexical sign (right)







KEY THINKER

[image: ]

Roland Barthes (1915–80) was a French theorist whose work on myth extended his exploration of semiotics and structuralism. He is known for his influence on literary criticism and study of Western popular culture.



We mentioned earlier that media texts are complex signs. One of Roland Barthes’ contributions to the field of semiotics was to study more closely the relationship between denotation and connotation in the signification process. Barthes believed there was a layered process taking place, which he referred to as the order of signification. This begins with denotation, which is often thought of as the literal meaning of the sign, although many semioticians argue that this is more complex.

Connotation is the meaning arising from the sign. According to Barthes, a simple unit of signifier + signified can result in just identification – the recognition of an agreed meaning of a sign. We saw this earlier with the example of the word ‘tree’ and the concept it signifies. This is the first order of signification. The second order of signification is layered so that a signified becomes a new signifier – an intricate process, but one that describes very well the processes we all undertake when reading a sign as complex as a media text. Several layers of signification may all be operating at once, which gives rise to much more complex meanings than simply understanding the meaning of a word.


Key terms

first order of signification the recognition of the agreed meaning of a sign

Using the first order of signification, the uniform tells us he is a military man.

second order of signification a layered and more subtle interpretation of a complex sign

The non-verbal codes of the soldier and debris and dirt on his uniform suggest compassion but also battle-weariness.




EXAMPLE: Barthes’ magazine front cover

Barthes created a now-famous example of a magazine front cover, Paris Match, to illustrate his ideas. Barthes encountered this text on a routine trip to the barber, but his thinking about it became a well-known model of how to apply his ideas about the orders of signification.

The magazine cover depicted a young black soldier saluting the French flag – you can readily find this image through an image search for ‘Barthes Paris Match’.

In his example, Barthes decoded the image from Paris Match in the following way:

Signifier 1: The colours and shades of ink in a specific order.

Signified 1: A young black male wearing a hat.

Sign 1 is therefore: A young black male salutes a French flag.

Signified 2: Frenchness and the military.

Sign 2/myth: French colonisation is acceptable because the people colonised accept French military authority and the flag.



Another of Barthes’ contributions to the field was the concept of myth, which remains very important in any study of culture. The way in which Barthes uses the term is distinct from the meaning of myth as something which is ‘false’ – a cultural myth is neither true nor false. It is a group of shared cultural connotations that reflect a dominant ideology. Cultural myths are one way in which we share ideas about ourselves and make sense of our society. They are part of a higher level of signification. Myths help to make the way things are in societies seem natural, so can be viewed as an important contributor to ideology. Barthes understood clearly that myths could be and often were created in society to political ends. He believed that ideology could be thought of as the third order of signification. Likewise, many myths about consumerism serve to generate economic revenue for big businesses. It is important to understand that Barthes uses the term myth not to mean something that is false – a myth can be true or false – rather that it is a way of rationalising daily life around us, and of connecting with our culture at almost every level.


Key term

third order of signification the relationship between the first and second orders of signification and myths and ideology

The positioning of the soldier in the aftermath of the attack signifies an ideological reading about the role of British forces in the conflict as peacekeepers.




Apply it

Choose three print advertisements for contrasting products. Can you identify any myths in our culture that they appear to draw on to promote the products? Consider how denotation and connotation draw on myths, and how each advert perpetuates these. For each advert, try to use around 50 words to sum up your ideas. This will help you to express your ideas clearly and succinctly.




EXAMPLE: Omo soap powder


[image: ]


In his book, Mythologies, Barthes looks at the advertising of a soap powder brand, Omo. Specifically, he considers how the separation of dirt from cleanliness draws on ideas about perfection, and the ideas of depth (efficacy) and foaminess (luxury). These combine powerfully to create a persuasive message for the audience, interacting with myths about cleanliness – that the advertised product will lead to a greater standard of overall whiteness or cleanliness. This would have been powerful for the female target audience at the time, part of whose identity was often formulated on their outward ability to perform domestic roles with ease and effectiveness. This helped to create a ‘false desire’ for the product, which the women are persuaded will help them to achieve this.






Enabling ideas

Semiotic theory and their applications in print media analysis

As we discussed earlier, semiotics is a complex academic field and a sub-discipline of cultural analysis. There are many terms associated with its use, but the ones listed below are the ones you are likely to find yourself using most frequently.








	Enabling idea

	Explanation and application in print media






	anchorage

	
Like an anchor keeps a ship in place, anchorage fixes meaning. In print media texts, anchorage consists of lexical codes that firmly establish the connection between an image and the reason it has been used. They may appear as slogans, copy, headlines or captions accompanying an image. This can add value to the use of the image and maximise its impact.

‘The anchorage “best dressed” fixes the meaning that it is the clothing we should pay attention to in the image.’





	
arbitrary or symbolic sign

[image: ]


	
A sign that does not have an obvious connection with what it represents, but the meaning of which is agreed on by users of a particular code. Saussure referred to these types of sign as symbolic. Many road signs can be regarded as symbolic if you need to have read the Highway Code to understand what they mean.

‘The logo itself is an arbitrary sign since there is no iconic reference to the product itself.’





	code

	
A system used to create meaning. Most forms of meaning production have specific codes: frameworks that are used to encode meaning. It is vital that codes are shared and their meanings agreed upon across a culture or they cannot be decoded. Where these are limited to a specific mode of expression in media productions or forms, they are referred to collectively as technical codes. The various kinds of code used in print media analysis are described in more detail in section 1.2: The technical codes and features used in print media texts.

‘The use of high-street fashion dress codes for the group signifies their youth.’





	connotation

	
The meaning evoked by a sign – what it makes us think. It can be thought of as the end result of reading a sign, the mental image we have of its meaning.

‘The use of the lion motif within the brand connotes strength, regal qualities and power.’





	decoding

	
When audiences interpret a text in order to make meaning.

‘The audience will decode this image and lexical coding using their knowledge of mental health issues.’





	denotation

	
May be understood as the literal meaning of a component of a code. You can also use the term as a verb, saying that an element of an image denotes – but be careful. The term is easily confused with connotes, which you would more commonly be using in meaningful semiotic analysis rather than description.

‘The trees denote plant life.’





	dominant ideology

	
In Marxist critical thinking, this is the values, opinions and attitudes of the majority in a society which may also serve the interests of those in power. It is useful to be able to identify dominant ideologies when reading media texts because they help us consider the role their meanings may play in people’s lives and how they relate to them.

‘The image of the woman challenges dominant ideologies about motherhood and perfection.’





	encoding

	
The process of creating intended meanings within a text.

‘Derogatory attitudes to fans are encoded through use of the term “potty”.’





	
iconic sign

[image: ]


	
A sign that looks like what it is representing. Symbols such as the ‘danger of death’ sign you see on the side of an electrical substation are also iconic – they show someone being struck by a bolt of electricity, looking very much like the physical manifestation of electricity as lightning.

‘The photograph of the athlete is an iconic sign which allows us to focus on his skill and grace.’





	
indexical sign

[image: ]


	
The sign has a relationship between the signifier and signified that could be described as causal or otherwise linked. The relationship between the two things is so widely recognised by users of the signification system that the indexical sign easily stands in for, or signifies, the concept it represents.

‘The close-up image of a dusted fingerprint is used as an indexical sign of a crime having been committed in the room.’





	myth

	
This term is closely associated with Roland Barthes. A myth in critical theory is the way in which certain signs contribute to ideologies in our society. Myth is particularly helpful to print advertisers in promoting values that are consumerist and materialist in nature.

‘The focus on leather seats in the interior of the car draws on myths about luxury motoring.’





	narrative enigma

	
Puzzles or questions set up by the text to maintain audience engagement (see Barthes’ five codes, Chapter 2).

‘An enigma is established by the reflected light from the screen on her face, leading us to wonder what she is seeing.’





	sign

	
This is the sum of the signifier plus signified. Most print media texts can be referred to as complex signs, since they often comprise many individual elements and codes that need to be decoded in order to understand fully what they represent.

‘The advert itself is a complex sign comprised of a range of codes both technical and symbolic.’





	signified

	
when we say that a particular message is signified, we are using it as a verb – it can also be used as a noun – the signified, the meaning that is intended

‘Success is signified by the low-angle shot which elevates her status.’





	signifier

	
This works in tandem with the signified, and together these combine into a sign. We consider signifier and signified to work together, because the association happens so fast when reading a text.

‘The low-angle shot is a signifier which contributes to the elevation of the signified, her status as an artist.’










Apply it

Choose two print media texts. Write a paragraph of semiotic analysis based on each text. Try to use at least five terms from the list in the table above in each paragraph, looking back at the examples given to check you have used each word in context correctly. Highlight the terms you used to help reinforce their use in your memory.




Quick questions


	1  Give one example each of an iconic, indexical and symbolic sign.


	2  What different forms might anchorage take in a print media product?


	3  Explain the concept of myth in no more than 15 words.


	4  Explain the difference between denotation and connotation.







[image: ] In Chapter 2: Reading audio-visual media, we will encounter two further important enabling ideas relating to semiotics – paradigm and syntagm.






1.2 The technical codes and features used in print media texts

In the previous section, we talked about codes as a group of conventions that are used to organise and create meaning. As well as semiotic terms, there are some other codes and features that are likely to be frequently used when analysing print media texts. Other terms, some of which have their origins in the industry, are specific to one or two media forms.

In this section, we will explore the relevant codes and more general features first. Some of these codes will appear again in Chapter 2, but in a slightly different context as their usage varies depending on the media form. In this chapter, we will also look at the features peculiar to each main print form you will study on the course: magazines and print advertisements.


■ Dress code

Dress code forms an essential part of the signification process in any print media text. The clothing worn by anyone can be used to signify meanings about their social status, lifestyle, age and many other factors. We need to look closely at the details of how the clothing is being worn, any accessories or details, the colours, whether they coordinate, therefore connoting more simple ideas, or clash and so suggest contradictory meanings and conflict. We should also consider to what extent they help meet audience expectations.


■ Colour codes

Colour codes may be inherent in the environment in which a photograph is taken, particularly if it is photo-journalism. Colours may still be subject to manipulation such as colour correction or saturation of the whole or part of an image in post-production. The extent to which this is acceptable is a grey area of ethics in photo-journalism and documentary photography. In the case of photo-journalism, colour codes are part of the factors considered in the editorial process, along with framing and cropping. For magazine shoots or print advertising, colour codes are often derived from a limited palette that strongly signifies a mood, theme or atmosphere.


■ Framing or cropping

Where everything about the subject is within the control of the producers, such as on a magazine or studio/location shoot for a print advert, framing is used to carefully construct meaning. Everything that appears in the frame is styled to contribute to the meaning of the sign. In the case of photo-journalism, photographs are not only selected for the best match of meaning to accompany the article, but also frequently are cropped as a further way of anchoring meaning. Cropping a photograph has the power to significantly change the way in which it is read and, like processing of colour, can be controversial.


■ Props, décor and location

Similar issues arise with analysing props, décor and location as when you are studying framing and cropping. Remember to consider every tiny detail of image content, and treat it as though it has significance initially, even if you later discard any elements that seem incidental to the dominant reading or don’t contribute much overall to your analysis.


■ Non-verbal codes

Gestural codes, facial expression, eye-line and posture are all significant non-verbal codes in print media images. In combination these can have a subtle or powerful effect. Make sure you look at the whole-body language, rather than just focusing on one aspect of meaning. Consider any apparent communication implied between multiple subjects in the frame as well as the direct/indirect address of the audience.


[image: ]
▲ The visual expression, eye-line and posture in this photo are all non-verbal codes that this girl is probably upset





Key terms








	cropping

	
the removal of sections of an image to emphasise its subject or remove clutter or unwanted signs

The image of the politician on stage has been cropped to show them alone.





	décor

	
selection of the appearance of interior locations

The décor is shabby, signifying poverty.





	direct/indirect address

	
the way in which a text addresses its audience; for example, where a subject is gazing into the lens of the camera, this could be said to be a direct mode of address

The actor’s mode of address is direct, using an eye-level shot so we feel they are knowable.





	framing

	
careful selection of what will appear in a final shot

The paparazzi shot is framed to emphasise her reaction to the encounter above others.





	location

	
choice of place for an exterior shoot

The choice of location of a farmyard signifies that he is at home in any environment and has a highly adaptable personality.





	non-verbal codes

	
in human subjects, this is facial expression, posture, body language and some aspects of appearance and personal expression such as tattoos and hair

‘The portrait of the singer with an angry expression and close-up photography that emphasises his body modifications combine to signify the metal genre.’





	props

	
items that are consciously added to a shoot because they contribute to meaning

Eighteenth-century furniture is used to lend a nostalgic, whimsical feel to the photoshoot.








■ Camera positioning and proxemics/para-proxemics

The positioning of the subject within the frame is vital in communicating meaning, as is the hierarchy of positioning of multiple people within the frame. Studying these relative positions and their meanings is known as proxemics. Another consideration that affects the mode of address is sometimes known as camera proxemics or para-proxemics. This is the technique whereby the shot selected affects the perceived distance between the subject and the audience, created by their proximity to the camera and how much of their body is shown. This creates an imagined relationship between the subject and the audience.


■ Typographical codes

The font style chosen for various elements of the design are typographical codes, which can signify house style in a magazine – in fact, many magazines use proprietary fonts that contribute to brand recognition.


■ Lexical codes

Lexical codes work in combination with other codes, contributing to the anchoring of meaning in captions and headlines in magazines and newspapers, and consistently being selected from a vast array of different choices available to producers to try and ensure a preferred reading. It isn’t within the scope of the course to conduct a linguistic analysis of a whole article, and neither do you have time – but there are clear cases where selecting for comment some of the wording used, and identifying how it contributes to meaning, is going to form an essential part of a balanced analysis. Other examples of lexical codes might include the copy written about the product in a print advertisement or a slogan for a brand.


■ Graphical elements

Graphical elements is a broad term that encompasses many different features and techniques. Whenever you notice a design feature, computer-generated, that does not fit comfortably into any other category, you are considering a graphical element. These may be used in a minimal way, or they may dominate a print media text. They may be used on their own as a main feature, or to add to photographs – they can be used alongside typography and add to its effect (logos are a great example of this in action) or constitute a whole, computer-generated scene or image. Many of the other aspects of technical code listed above are applied to graphical elements to signify the appropriate meaning.


Apply it

Collect one example from each of the two main print media forms you study on the course: a magazine feature and a print advertisement. Make notes on the contribution of all the features described on these pages.

Write a 500-word case study of each example, exploring how it uses the technical codes and features of print media language.




[image: ]  To see the terminology of print media analysis in action turn to Chapter 8: Developing media studies skills, which models how to approach close analysis of products.




Quick questions


	1  What is the difference between proxemic and camera or para-proxemics in describing relationships in print media products?


	2  Give three examples of non-verbal codes.






Key terms








	brand recognition

	
when an audience becomes familiar with a brand

The pack shot contributes to brand recognition.





	camera proxemics

	
sometimes known as para-proxemics, this is the distance/relationship between subject and audience

Distance is implied in the relationship using para-proxemics.





	caption

	
written anchorage accompanying an image and fixing its meaning

The caption for the image constructs him as a victim.





	copy

	
the term used for body text in a newspaper, print advertisement or magazine

The copy is situated in the left side third, drawing the eye.





	graphical elements

	
any graphics generated that do not consist of pure typography or photography

The graphical elements include oceanic elements of illustration to signify his connection with the sea.





	house style

	
the way in which codes combine in print media to produce a familiar and recognisable brand

The typographical codes and graphical features throughout the magazine form a consistent house style.





	lexical codes

	
words selected to generate specific effect

The choice of ‘adventurous’ and ‘death-defying’ in the lexical coding of the headline for the article emphasise his masculinity.





	proprietary fonts

	
fonts that are developed exclusively for a particular publication

The magazine uses a proprietary font for its headlines, which is a distinctive part of its branding and house style.





	proxemics

	
power relationships signified by relative positioning within the frame

The positioning of mother sightly in front of daughter signifies her protective role.





	typographical codes

	
selection of font and graphical choices

The typographical codes signify the brand values of the magazine and its arthouse aesthetic.










■ Magazines

Generic variation, particularly evident in house style, is considerable across magazines. Despite this, you will find that there are certain consistent design elements that recur. Your analysis will be stronger if you understand what these features are before you begin to account for their specific meanings.

Front covers of magazines will include a masthead. This is the name of the magazine and may also be associated with a strapline. Straplines sometimes make claims about the merits of the magazine or simply give more information about its contents. Usually, at least some of the most appealing content in that issue will be picked out in the form of coverlines, which entice the audience by letting them see the scope of articles included – particularly the lead article. Coverlines frequently use a personal mode of address and help to signify the genre codes. The middle area of the left-hand third of the cover is known as the sweet spot, where the eye tends to rest. It is sometimes used to engage the audience by positioning either a prominent coverline such as a feature article, an important element of an image, or a puff – a feature that may be a promotion or other item that adds perceived value to the purchase. Commonly, the whole of the left side third is considered prime space when attracting the consumer’s attention.

Menu strips are another common feature. They are usually found at the bottom of the page, although variations in house style and edition may see them moved to the top (sometimes referred to as the skyline) or, less commonly, positioned as a side bar. Menu strips may have different functions, but their most common use is to promote familiarity by displaying regular content. A large proportion of the cover will be image or images. This may consist of one large primary image. It is equally possible that you may have a range of images with a sense of hierarchy in size and positioning, or one primary image with further secondary images.


Key terms








	coverline

	
feature and secondary articles promoted on the front of a magazine

The coverlines all connote positive messages about the audience’s capacity for self-improvement.





	left side third

	
area of a magazine cover where key content is usually positioned

The majority of the coverlines are positioned in the left side third to emphasise value for money.





	masthead

	
the name of a magazine

The masthead has a distinctive typographical style connoting technology.





	primary image

	
the image that predominates visually where more than one has been used

The primary image has been selected to send a powerful message about the environment.





	puff

	
a call-out feature, often circular in shape, that draws attention to a price or promotion on a front cover

The puff bleeds over the masthead to draw attention to the publication’s supposed value for money.





	secondary image

	
an image that appears to be hierarchically less important when more than one is used

The secondary image focuses on the social aspects of the activity.





	strapline

	
sometimes accompanies the masthead on a magazine – a promotional slogan

The strapline states that the magazine is the most ‘original’ of its genre.





	sweet spot

	
position to the centre left of a single page of print media, where the eye naturally falls

The coverline is positioned in the sweet spot to draw attention to the feature article.








EXAMPLE: Variations in how technical codes are used across contrasting magazine covers

Despite wide variance in subject matter and target audience, these covers deploy the same technical codes adapted to suit their house style – each is still instantly recognisable as a magazine.

[image: ]



Inside the magazine, there are other aspects of technical codes that you will see repeated. Headlines draw our attention to the feature and allow us to decide quickly whether or not the magazine is likely to interest us. These are often accompanied by a slug. Slugs appear in a larger typeface than the main body text and provide more information for the reader and draw them into the article as a narrative strategy. Columns are included, and their width and number for a particular type forms a crucial part of the house style. Pull quotes may also be used if the article is an interview, or any other subtitling techniques. These function to visually break up the text, providing relief for the eye and contributing to the ease with which the material is absorbed. Drop caps, an example of typographical code where the first letter at the beginning of an article is enlarged for stylistic effect, can also appear at the start of an article; again, these function partly as an aesthetic device, and partly to signal clearly to the reader where to begin.


Key terms

body text the majority of article text, usually at the smallest size, appearing in a magazine or newspaper

There is a high proportion of body text to image in the article, signifying the audience is prepared to read to acquire the specialist knowledge it provides.

drop cap an enlarged first letter – an attention-grabbing aesthetic device

The use of a drop cap adds prominence to the opening section of body text and adds to its visual appeal as an entry point to the article.

pull quote excerpt from interview enlarged as a device to hook the reader in and for visual contrast with body text

Pull quotes are used to construct an emphasis on the emotional response of the celebrity to the event.

slug a line in larger print introducing a feature that acts as a hook

The slug draws the reader in by describing more lurid aspects of the singer’s lifestyle.



Magazines are necessarily visually rich and appealing. Depending on the genre, some prioritise visual content over written. Feature articles are sometimes referred to as entry points in the magazine – these are the articles that are most likely to draw your eye as you flip through the magazine. Unlike the capturing of real events that we expect to see in newspapers, these are often highly stylised studio shoots. Digital manipulation of these images is common, with a great deal of retouching and other post-production work being undertaken to get exactly the right look for the magazine brand and article. In interviews, it is common to see the subject gazing into the lens, creating a direct mode of address.


Key terms

entry point a visually appealing and prominent spread in a magazine

There is a use of aesthetically-pleasing and dramatic landscape photography at the entry point.

mode of address how the text ‘speaks’ to the audience – can be formal or informal – created by use of codes

The mode of address is personal and the lexical coding addresses the reader directly as ‘you’.

studio shoot a highly contrived photographic set-up, usually in an interior location

The use of a studio shoot projects an image of perfection and highlights the importance of personality in the article.




Apply it

Collect two different examples of double-page spreads from three different magazine genres. What do you notice about the ways in which they deploy the technical codes of print media? What similarities do they have and what differences? How have text and image been combined to appeal to the target audience? Write a 500–1000-word exploration of your three chosen texts.




■ Print advertising

Print advertising is necessarily high impact, with extreme care given to every production decision to maximise response. At the stage of awareness, the consumer’s eye needs to stop and be cast over the brand or product name. The advertisers then hope to encourage a more intense lingering over the page or place, which is interest. When that interest turns into a desire to find out more about the product or service, the signification processes at work in the advert are successful.

Composite images, rarely seen in magazines or newspapers, do appear in adverts. There is huge variation in the ways that print adverts are used. Advertorials, which appear in the body of a magazine (or newspaper), tend to replicate to some degree the house style of the destination publication. By law, advertorials must be labelled as such to make clear that the ‘article’ is promoting a product rather than serving as a source of information.


Key terms

advertorial an extended print advertisement that may resemble editorial in its use of codes, but will be clearly labelled ‘advertisement’ under UK media law.

The magazine includes a number of paid partnerships in the form of advertorials for health products.

composite image presentation of images using a montage effect

The poster uses a composite image to signify character hierarchies.



Most adverts make some use of lexical coding. Usually, we would expect to see the product name, perhaps a slogan, or information about where we might buy the product, or social media and web links as a minimum. Some adverts may include supplemental information about the qualities of the products, or to make clear their brand values. Advertising copywriting is a specialist field, and huge importance is placed on every element of lexical coding included.


Key term

brand value the image a company intends to convey of its product or service

The centring of the advert on the home and family leisure time promotes its brand values as wholesome.




TIP

You will need to reflect the importance of the lexical coding by giving it due attention in any analysis of adverts you conduct.



Most print advertising sells its products on some kind of image. The image usually features the product, although there are exceptions to this. Some of the styles of print advertisement you might see are:


	•  Conceptual – the product is depicted through an idea or feeling conveyed visually, sometimes in a hyperbolic way. On occasion, the product itself may appear to be almost incidental.


	•  Informative/demonstration – the product may be shown in action.


	•  Pseudo-scientific or technical – often combining graphics to construct the product as one that makes the most of advanced technologies.


	•  Narrative – the advert tells a story of some kind.




Many advertisements use a combination of these techniques in a single-page space. Composite images are particularly common in film posters, where they are a common convention and, in fact, one of the most obvious signifiers of film promotion as a form.

[image: ]
▲ The poster for the 2016 film Hidden Figures is a good example of the use of composite images




EXAMPLE: Conceptual advertising

In 2016, Miele ran a series of adverts with the slogan ‘monster suction’ (view it here: https://tinyurl.com/mpbzm3yt). It used a simple hyperbolic concept to unify its campaign and convey its main proposition, which is the power and effectiveness of the product. It relies on a simple but effective visual joke, which appeared sometimes with the slogan ‘monster suction’ and sometimes without.



Semiotic approaches to image analysis are therefore really important when decoding visual images but need to be consistently used alongside narrative codes and generic expectations of the product or advertising style. Logos also contribute strongly to brand recognition and are usually placed prominently to reinforce consumer associations between the product and the brand.


Key term

logo a design, sometimes consisting of typography and a symbol, that identifies a brand

The logo is an arbitrary sign but highly recognisable to a youth audience and is therefore prominently positioned.




Quick questions


	1  Why do advertorials need to be labelled when conventional print advertisements don’t?


	2  Explain the distinction between typographic and lexical codes when looking at how words are presented in a print media product.


	3  Explain the function of three technical codes consistently used on magazine covers.







1.3 Narrative organisation in print media texts


■ Approaches to reading narratives in print media

In media studies, we use narrative theories to explore how texts organise information in a way that tells a meaningful story which the audience can correlate with their own experience.


TIP

Don’t forget to analyse logos, which are often neglected by students new to print advertising analysis.




Apply it

Think of five brands that are instantly recognisable to your age group. Research the logo for each and consider how the logo communicates brand values.






■ Todorov’s narrative theory


KEY THINKER

Tzvetan Todorov (1939–2017) was a Bulgarian-French theorist who contributed to a range of academic disciplines, including literary theory, anthropology, history and philosophy. Todorov is best-known in media studies for his theory of narrative.




[image: ]  See Chapter 2: Reading audio-visual media and Chapter 3: Reading digital media for an introduction to further narrative terms and approaches.




TIP

It’s important that you don’t try to apply narrative theories in a slavish way at the expense of your own observations about the form, structure and progression of the text.



Tzvetan Todorov was a structural theorist, whose work on narratives in culture has been used in the fields of literary, film and media theory. He described narratives as having a chronological quality outside of plot; a process shared in common.


	1  A state of equilibrium is present at the start of a narrative. This can be considered a stable starting point for the rest of the narrative to flow from. At times, the equilibrium can only be discerned from the disruption to it.


	2  Some kind of disruption occurs to the equilibrium. This is the jolt that drives the narrative, which gives us a story and sense of movement.


	3  A recognition of disruption occurs next (sometimes this is almost simultaneous with the disruption itself). Someone realises that something has gone awry or discovers a need. This then sets the scene for the next stage.


	4  The attempt to repair in a narrative can be extensive. It may be broken down into a series of narrative segments. This stage will persist until the final one is reached.


	5  A new equilibrium is reached at the end of a narrative. This is not a simple reinstatement of the original equilibrium – even a cyclical narrative will be typically a metaphorical journey for those featured within it. Lessons will have been learned, and losses and gains incurred.





Key terms

attempt to repair in Todorov’s theory of narrative, attempts made by the protagonist or other characters to bring about a new equilibrium

The couple entering marriage guidance counselling is clearly sequenced following recognition as an attempt to repair the broken relationship which is ultimately unsuccessful, leading to the new equilibrium of their divorce.

disruption in Todorov’s theory of narrative, an event that disturbs the equilibrium

The equilibrium is disrupted by the arrival of the athlete’s new coach who has new training methods.

equilibrium in Todorov’s theory of narrative, the stable situation or balance at the beginning of a narrative, and the new state achieved by the end

An equilibrium where the runner is training hard but not winning competitions is established in the slug.

recognition in Todorov’s theory of narrative, the realisation that a disruption to the equilibrium has occurred

Recognition occurs when the girl in the advertisement realises she has hair breakage.




Apply it

Apply Todorov’s narrative theory to a double-page feature from a celebrity or ‘true life’ magazine and an interview with a prominent person in any lifestyle, sports or entertainment magazine.

How easy was the theory to apply? Were there any texts that didn’t seem to fit comfortably with the five stages and, if so, were elements of it still useful – or would you choose different enabling ideas to support what you wanted to say about the narrative organisation?




■ Barthes’ narrative codes

We have already encountered Roland Barthes in the earlier discussion of semiotics. Barthes is also renowned for his work on narrative, and particularly his organisation of aspects of narrative into five different narrative codes. Barthes described these codes as functioning like a ‘braid’. No single code is prioritised in the functioning of a narrative – they all take on their own comparative significance and then recede at different points in the text. These codes and their key features are outlined below. Further details are given for some in Chapter 2.


	•  Hermeneutic code (HER) – these are sometimes known as enigma codes. They are used to describe any element of a narrative to which the audience requires answers. The function of the hermeneutic code is connected with narrative chronology, since it functions in print media to keep the audience interested until the end of an article, to make them look closer, or to encourage them to buy the next issue.


	•  Proairetic code (ACT) – these are sometimes called action codes. They describe small, quickly resolved units of action that drive the narrative forwards and maintain the interest of the audience. Any proairetic code suggests that another will follow. Proairetic codes are also connected with chronology since they are often about cause and effect. All ‘plots’ are composed of numerous units of completed actions.


	•  Semantic code (SEM) – Barthes uses this term to define anything that is strongly connoted by a particular element of a text; meanings that go beyond the denotations that are present in any text.


	•  Symbolic code (SYM) – these are also present in text outside of structure. Symbolic codes tend to be the deeper meanings we can draw from a narrative, sometimes as a result of repetition of particular semantic codes, or contrasting ideas in a text.


	•  Cultural/referential code (REF) – these relate to our shared understanding of how the world works and the established understanding of its properties. These could be behaviours or events that have psychological realism, historical reference points, literary works or even medical or legal knowledge. Cultural codes can be a reference to almost anything in the body of human knowledge we can see being applied in the construction of a text. Genres can also be considered cultural codes.




[image: ]
▲ Summary of Todorov’s theorem




EXAMPLE: Film posters – Polite Society (2023)

Barthes’ theory works well for film posters, for example one produced for the British martial arts film Polite Society (2023). The only code you will use less when analysing print media is proairetic, or action codes, which are more commonly seen when there is a clear chronology or sequencing to a narrative.


	◼  Hermeneutic code (HER) – How have the protagonists been injured? Who or what are they fighting and what for? Who does the accusatory finger point to?


	◼  Semantic code (SEM) – The posture of the women and their non-verbal codes strongly suggest they are determined and ready to fight.


	◼  Symbolic code (SYM) – The lexical coding of ‘Big trouble, little sister.’ Draws on our understanding of sibling tensions and relationships as well as suggesting something paradoxical or surprising about the character.


	◼  Cultural/referential code (REF) – Martial arts non-verbal and postural codes blended with South Asian cultural codes in dress.




[image: ]
▲ One of the film posters for the British martial arts film Polite Society






Apply it

Choose two posters for small British films currently on general release. How does each make use of hermeneutic and proairetic codes to engage the audience’s interest?

Choose a more complex text, such as a magazine feature. Can you find any examples of the semantic, symbolic or cultural codes being used? Be aware that you won’t necessarily find all in a single text.




Key terms








	chronology

	
this is the time order of narrative events

The narrative chronology is disturbed to show that the product could have helped the bride avert disaster in the final shot.





	cultural/referential code

	
one of Barthes’ five narrative codes; the frame of reference that is human knowledge

The shadow shape of the wolf uses northern European fairytales as a cultural/referential code to signify danger to the children from their online activities.





	hermeneutic code

	
one of Barthes’ five narrative codes; enigmas or puzzles in a narrative

Hermeneutic codes are established by the use of the slogan as well as the image which sets up the problem to be solved by the product.





	narrative codes

	
a collective term for Barthes’ breakdown of the features of storytelling involved in the construction of narrative

Barthes’ narrative codes help us to see the complexity of the ways in which this single-page advert communicates.





	proairetic code

	
one of Barthes’ five narrative codes; units of resolved action through cause and effect

The first paragraph constructs a sequence of narrative chronology through proairetic codes describing the events leading up to the search.





	semantic code

	
one of Barthes’ five narrative codes; connotations in a narrative

Semantic codes are used such as the close positioning of images of the two protagonists to suggest a relationship between them.





	symbolic code

	
one of Barthes’ five narrative codes; deeper meanings and binary oppositions

Symbolic codes in the lexical coding of the magazine article reference the tension between the couple’s troubled homelife and their public displays of unity.








Quick questions


	1  Which of the narrative codes is most often associated with narrative cause and effect?


	2  Give three examples of cultural or referential codes.


	3  Which stage comes after the equilibrium in Todorov’s theory?







1.4 Genre and print media texts

Genres and their meanings are constructed through media language. The development of genres can be seen in the media language used, for example typical dress codes for characters or narratives.


■ Genre development

Print media products and genres have experienced technological changes in keeping with every other aspect of production and consumption.

One effect of market competition and globalisation has been to make content more homogenous and so to reduce variety. Simultaneously, the comparative cheapness of production technologies allows more access to digital production and distribution.

Print media is the only mass media form that has experienced a permanent and irreversibly negative impact on its sales because of the technological revolution. Despite dire predictions of its imminent demise in the early 2000s, print media still persists.

Some newspapers still retain a financially viable level of circulation despite losses to digital news sources – and magazines still offer the pleasure of having something tangible for your money. Genre texts in print – particularly magazines – offer something that is not yet being absolutely replaced by digital.


EXAMPLE: Genre development – a brief history of the film magazine

Film magazines have a long history in the UK. The first recorded example was only 16 pages long. Published in 1911, The Pictures proved very quickly that there was an appetite among fans of cinema – which was still very new at the time – for written material about their favourite movie stars and films.

These magazines really were the first celebrity magazines, often filled with gossip, Hollywood fashion and forthcoming releases. The industry was quick to capitalise on this for promotional purposes, and so a long-standing co-promotional relationship was born.

One of the most famous historical titles was Picturegoer, which was published first monthly and then weekly from 1921 for almost 40 years.

Although film magazines were initially popular with both men and women, television impacted their sales, as film entertainment lost its place at the heart of women’s lives in particular.

In the intervening years, a number of magazines, such as Film Review for mainstream audiences and Sight and Sound for people with a specialist interest in film, continued to survive, with a number of titles appearing and disappearing as the market adjusted to who their target audience now were.

The brand leaders today, Empire and Total Film, launched in 1989 and 1997 respectively with very much a male target audience in mind. Both maintain good circulation figures despite online competition for film news, with glossy exclusives on upcoming releases of mainly blockbuster films, big director and star interviews, and privileged access to sets.

[image: ]
▲ A 1953 issue of Picturegoer magazine






■ Exploring codes and conventions in print media texts

Print media genres are relatively straightforward to study. Magazines are often categorised by audiences and media producers alike according to their content – there are sport magazines, gaming magazines, lifestyle and so on, and some have clear sub-genres. Unlike audio-visual or digital media, these sub-genres have fewer members since the magazine business produces fewer individual titles than other media forms. When studying a print media genre, it is quite possible to collect all the examples on the market in the UK at any one time for analysis – something that would be almost impossible to do with digital or audio-visual media. They can also be grouped by target age range of audience or sometimes by gender of the majority of readership. Print advertising is often studied generically by looking at similarities between adverts for similar products – car advertising, for example, might be considered a genre, with family or luxury car advertising a sub-genre.

One interesting aspect of genre study is that print media genres do not exist in a vacuum – they will also borrow from other genres and be related to them. This is particularly the case with print media products that are advertising another media form, or functioning as a sub-promoter of that form, as do TV-themed magazines and film magazines.

Genres can be thought about in different ways – their usefulness to industry, audience and cultural commentators as well as students of the media mean the term can encompass different ideas about how we relate to media products.


Apply it

Choose a genre of product advertising and collect at least five examples from it. Identify any relevant sub-genres, common codes, and conventions and techniques used. How do you feel the audience might respond to these, and do they meet their expectations and need to familiarise with the product or brand?




[image: ]  Some of the theoretical approaches to genre are explored in more detail in section 2.4: Genre and audio-visual/audio media texts.




Stretch and challenge

Much genre theory has evolved from film study and has been appropriated by media studies students for its interest and relevance in looking at a whole range of texts. One of these theories was proposed by Dudley Andrew in his book Concepts in Film Theory (1984). These definitions of how we understand the term ‘genre’, and the different ways in which the term is meaningful to both print media industries and audiences, are summed up here:

Genre as:


	◼  structure – typical articles, content, technical codes and representations


	◼  blueprint – useful to industry; the observation of previous successes and cultural trends


	◼  label – the way in which audience and industry connect and understand print media titles


	◼  contract – audiences exchange money for a media text in most cases; if they don’t get what they expect, they won’t repeat the purchase.




[image: ]
▲ The front covers of these magazines arouse expectations about the contents




Use Dudley Andrew’s ideas to discuss the ways in which these front covers use genre as a cultural code which is useful to both audience and industry.






EXAMPLE: True crime magazines

Crime magazines are a niche genre of the form. It is difficult to define the readership, but the majority obviously has an interest in crime, the police and investigation procedures. This is not so strange when you consider how popular a genre television crime drama series are in that media form. There may be some overlap between viewers of the television genre, true crime podcasts and readers of this magazine genre.

There are five main titles on the market in the UK – True Crime, Real Crime, True Detective, Master Detective and Murder Most Foul. From looking at the series of images, we can see that each individual title shares some features with others. Historical crime cases from around the world form most of the coverline content. All the editions feature a crime focus, which in four of the five cases is positioned on the left-hand side around the sweet spot. Other secondary images are used in conjunction with coverlines to emphasise the human nature of the subject matter and to hook the readership in. The lexical coding uses frightening words with strongly negative connotations – monster, lethal, hell, slaughter, rape, slayer. These emphasise that the magazine covers the extremes of human experience of crime in a sensationalised way.

Most of the magazines use similar iconography, which refers to the visual style or repeated motifs in the design of media products. For example, black and white images indicating the starkness of the subject matter and the historical nature of some of the crimes. Fonts that look typewritten and ‘torn’ edges to graphical features are also common. Red and black, which can have a connotation of danger, and yellow – which combined with these can seem to be a sickly or disturbing colour – are present in the palette. The background selected in each case is dark and cold, blue or black. The cluttered look of the house style is not dissimilar to many women’s weekly titles that feature a mixture of true stories, puzzles, some celebrity news and lifestyle elements, or even soap weeklies. This suggests an audience age range of predominantly middle-aged and older women in lower socio-economic categories.


Key term

iconography repetition of certain visual images or symbols, usually associated in media with particular genres

The scene borrows iconography from expressionist cinema.






Quick questions


	1  Give examples of three genres of magazine.


	2  How do we apply genre labels to print adverts?


	3  Which significant change in media forms has most contributed to the decline in consumption of print media?







Apply it

Collect a range of examples from another magazine genre, such as sport and fitness or hobbies and crafts. Write a 500-word case study exploring the genre conventions and similarities as in the example above.




■ Intertextuality and print media


TIP

You will need to be able to recognise examples of intertextuality in media products throughout the course, to recognise their significance, and to think about how these are used to create meaning.



Intertextuality as a term first began to appear in writing about the mass media from the late 1960s onwards. It is often used in conjunction with postmodern theory. It is a difficult term to define with precision, partly because the nature of what it describes is often quite intangible. An intertextual product is one media text that is making a reference to another consciously and deliberately, to create a new meaning. This retains some of the reference text but imbues it with new qualities and meanings specific to the new text. Since all texts are part of a continuous cycle of the production of meaning, and continued cultural re-referencing, some critics suggest that the term is redundant in today’s media climate.


Key terms

intertextuality the process by which one media text consciously references another text or genre, therefore deriving further layers of meaning for a reader who has experienced both texts

The red cape worn by the influencer in the article intertextually references Superman.

postmodern theory a school of thinking that questions the idea of ‘reality’ as anything other than a collection of constructs apparent in any culture – the mass media is seen as playing an important role since it helps shape and reflect our understanding of our culture. The movement resists solid definitions and answers in many disciplines within the arts, humanities and even sciences

Postmodern theory can be used to explore our attitudes to celebrity culture.




[image: ]  For more on postmodern theory see section 4.3: Structuralism and post-structuralism.



In print media, we sometimes see some very concrete examples of intertextuality. A magazine cover or advertisement might reference another famous media image, such as a propaganda poster. A feature interview with a celebrity might use a dress code associated with a film genre to depict them in a particular way. Although a lot of intertextuality can be seen in iconography, it can also be present in lexical coding, with conscious and deliberate referencing of any popular catchphrase from a sitcom or game show. Advertising slogans, long-gone television drama series and historical newspaper headlines continue to imbue the new text with an element of the original meaning, although this will often be conducted in a playful or ironic way.


EXAMPLE: Wired magazine and intertextuality

View the Wired magazine front cover from April 2016 (https://tinyurl.com/3nau8kru) which promotes its feature on China and technology and its interview with Chinese technology entrepreneur Lei Jun. What design similarities can you see between the cover and the Maoist propaganda poster below?
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➜ Exam-style questions


	1  Analyse one of your close study print media products using Barthes’ ideas about denotation, connotation, signification and myth.


	2  Explain the relationship between the meanings signified by the types of sign used in one of your close study print media products and dominant ideology.


	3  Explore the contribution made by the technical codes of print media to one of your close study print products.


	4  Explore the contribution of narrative to the structuring of meaning in one of your print media products.


	5  Explain the way in which genre codes are used to raise expectations about a print media product you have studied for your course.









➜ Summary


	◼  Semiotics, which is the study of signs, is an essential way of understanding how media products communicate with their audiences.


	◼  Signs consist of a signifier plus the signified, which are regarded as being indivisible.


	◼  Signs can be categorised into symbolic or arbitrary signs, iconic signs and indexical signs, which all function in slightly different ways.


	◼  Roland Barthes added his ideas about different orders of signification that increase in complexity – the first order being denotative, the second connotative, and the potential third order operating on the level of ideology and myth.


	◼  All main forms of media, including advertisements and magazines, have their own combinations of technical codes that allow them to be easily recognised by the audience. Each form may also have its own form-specific terminology.


	◼  Narratives are present to some extent in all media texts, even those with the simplest form such as a single-page advertisement.


	◼  Todorov’s theory of narrative suggests that many narratives may be broken down into stages that describe the movement between two equilibriums. This is useful for newspaper stories and magazine features, but less so for print advertising.


	◼  Barthes’ five narrative codes work together to produce a holistic view of how narratives operate.


	◼  Print media genres are often simple to demarcate, consistent in their conventions and very centred on content or product.


	◼  Intertextuality is widely used in print media texts, and this is particularly evident in borrowed iconography.













Chapter 2

Reading audio-visual media




➜ What you will learn in this chapter

Chapter 2: Reading audio-visual media covers:


	◼  how audio-visual media language can communicate in different ways and be used to influence meaning


	◼  the contribution of narrative to our reading of audio-visual media texts


	◼  how genre theory can inform our understanding of audio-visual texts.







Enabling ideas

The following enabling ideas from the specification are introduced in this chapter:

3.4.1.1 Semiotics:


	◼  paradigm


	◼  syntagm.




3.4.1.2 Narratology:


	◼  narration


	◼  diegesis


	◼  quest narrative


	◼  ‘character types’


	◼  causality


	◼  plot


	◼  masterplot.




3.4.1.3 Genre theory as summarised by Neale:


	◼  ‘genre as cultural category’


	◼  conventions and rules


	◼  sub-genre


	◼  hybridity


	◼  genres of order and integration.







[image: ]  Revisit the main theories and terminology associated with semiotics and the study of narrative in Chapter 1: Reading print media.

For more on computer games see Chapter 3.




2.1 Technical codes and features used in moving image texts


TIP

In Chapter 1: Reading print media, we explored the main theories and terminology associated with a structuralist approach to reading signs. It would be a good idea to revisit this section before undertaking any analysis of moving image texts.



In the previous chapter, we considered some of the separate terminology associated with the three main print media forms. In this chapter, we will be looking at technical codes in a slightly different way to help us understand the codes common to all the audio-visual forms you study, which are: music video, television and audio-visual advertising. Computer games and apps are also audio-visual in their nature, and some of what you learn in this chapter is also relevant to their study.


■ Mise-en-scène

Mise-en-scène is the term used to refer to the placement of everything within a frame. It is one of the most significant decisions taken by directors and production designers of almost any moving image product. These elements are:


	•  setting/location, both interior and exterior


	•  dress code


	•  props


	•  lighting and colour


	•  non-verbal communication such as facial expressions and gestural codes


	•  proxemics and para-proxemics: the distance (‘proximity’) between people on screen and what that tells the viewer about their relationships, and the perceived distance between the audience and people on screen.





Key terms

mise-en-scène term in audio-visual analysis that refers to individual codes and signs that contribute to meaning

The dress code makes a significant contribution to the mise-en-scène.

para-proxemics the perceived ‘distance’ between the audience and a character on screen that contributes to their meaning to the viewer

In terms of para-proxemics we feel closer to this character because of the use of a close-up shot.

proxemics the study of the comparative relationships of characters in a scene dependent on their position

Their close proxemics signify familiarity.




TIP

One of the easiest ways to begin to analyse mise-en-scène is to take screenshots from a text to study, as picking out the elements of mise-en-scène while a moving-image text is playing takes a lot of practice.



[image: ]

Well-developed mise-en-scène analysis rarely focuses on all the signs within a single frame – it is used alongside the discussion of other technical codes, and selected significant elements are picked out for discussion across a whole sequence. Mise-en-scène analysis can also be useful in genre identification and contributes strongly to our understanding of the iconography of a genre, conventional symbols or images associated with it.

Mise-en-scène is controlled by framing. The positioning of props and people within the frame is just as important in visual media as it is in the photographic images used in print media texts. The same codes used in photographic images take on significance – dress codes, colour codes, décor, location and non-verbal codes. Non-verbal gestural codes and gait also become more significant when a person can be seen moving. Proxemics and para-proxemics are still significant, sometimes with more complex hierarchies as movement is introduced. Lighting is also significant and can be used to create a range of moods and effects through contrasts in lighting temperature between scenes, along with the control of highlight and shadow, and apparent time of day.


Key terms

gestural codes the way in which we read expression through movement

His gestural codes are expansive, signifying confidence.

lighting temperature the feel lent to a scene according to how it is lit – warm or cool, for example

The cooler lighting temperatures in this scene emphasise the distance between the characters.



[image: ]
▲ Spike Jonze, director of the ‘Kenzo: World’ perfume advert




EXAMPLE: The mise-en-scène of the ‘Kenzo: World’ perfume advert (2016)

The ‘Kenzo: World’ perfume advert follows the recent trend of commissioning well-known directors (in this case, Spike Jonze) to produce extended and highly cinematic adverts featuring established celebrities. This often means a sumptuous and grand-scale mise-en-scène. Spike Jonze is known for making a range of high-profile films from the unusual romantic sci-fi drama Her (2013) to children’s favourite Where the Wild Things Are (2009).

The narrative features a young woman who escapes from a dull formal event in a large hotel or conference venue, only to playfully unleash herself on the corridors. She dances a riot around the venue to a specially commissioned and unconventional track before finally leaping through a huge model eye positioned outside. The main contributor to meaning within the mise-en-scène is the unusual use of non-verbal communication and gestural codes.

Iconography of perfume advertising: This is apparent in the advert’s focus on a glamorously dressed and physically attractive female celebrity. In this case, this is Margaret Qualley, an American television actor and formally trained ballet dancer. Throughout the advertisement, she dominates the frame, reiterating her status as the star.

Dress code: Qualley’s hair is neatly arranged in an updo to suit the unnamed formal occasion she is attending at the start of the advertisement. Her make-up is low key but immaculate. She wears a long, formal ball gown, also matched to the occasion, which becomes more revealing throughout the sequence. The gown is deep green, a colour relating to superstition. It’s also a strong signifier of nature in this context; Qualley fights back against convention in the text and her own ‘nature’ is unleashed.

Non-verbal communication: Qualley’s performance style as an actor and dancer is highly energetic. At the beginning she is polite, sober in manner and subdued. The others around her appear to be absorbed by the formal event, which Qualley’s character clearly does not feel any enthusiasm for; this is evident from her facial expression, which connotes disengagement. Once free to dance the corridors, stairs and stage of the venue her face contorts, puppet-like, into a series of outrageous expressions. Throughout, the character repeatedly directly addresses the audience by looking straight into the lens, reducing the distance between the audience and text, and making us feel complicit in her playful adventure around the venue. Energetic sequences in which elements of gestural codes are borrowed from action films – kickboxing and a range of dance styles and puppet-like movements – are used to transport her from one part to another. These gestural codes combine elements of the masculine and feminine. They culminate in her final graceful leap and landing to where she rises and beats her chest.

Location, décor, props: The location uses a vast and luxurious (connoted by the plentiful floristry and chandeliers) but bland hotel or conference centre. A significant prop used in the advert is the mirror, which has a long tradition of being used symbolically for reflection on the self and identity. The rose-covered wall-hanging against which she performs lends a stuffy, stale and claustrophobic backdrop. The pink flowers on the table at the start, and in the display stands inside and outside the venue, seem to symbolise a stifling femininity. Other aspects of the décor include a quietly feminine palette of peach, pink, pale gold and beige tones, against which Qualley’s performance can really stand out. The other notable props are a bust of Winston Churchill, which is licked – symbolising a lack of deference to authority – and the eye that she leaps though at the end. This is open to interpretation, possibly symbolising all eyes being on her, expecting her to act her part. The generally muted lighting is broken using strobe as she attacks the man engaged in a serious mobile phone conversation.




Apply it

Select a range of frames from a television genre you enjoy by viewing them on a computer and pausing to take screenshots. Annotate the shots with the elements of mise-en-scène. You can combine the technical terminology relating to the codes above that you learned in Chapter 1: Reading print media regarding semiotic analysis.




2.2 Applying semiotics to audio-visual media

When working with audio-visual media analysis, you can continue to use semiotic analysis. At this point, it is a good idea to extend your use of semiotic terms to include two new terms: paradigm and syntagm.


	•  A paradigm, in semiotic terms, means a set of related signifiers and signifieds available to someone seeking to communicate meaning. It refers to a range of similar choices, from which the producer will choose the most appropriate one that best conveys the message. For example, a set designer for a home in a television drama can choose décor and props that make it feel comfortable and affluent, or sparse and dirty, which would signify completely different meanings for the scene.


	•  Syntagms are chains of meaning, that is the order in which signs occur and the way we make sense of them. The ‘grammar’ or codes of audio-visual texts and the order in which they are edited are a great example of syntagms, as they occur sequentially in time and follow certain conventions, such as an establishing shot being followed by a long shot of a character, followed by a close-up of their face or medium shot of their body in action.





Key terms

paradigm the choices of related signifiers and signifieds available in producing meaning

  The jacket is selected from the paradigm of alternative dress codes.

syntagm ‘chains’ of meaning constructed by the grouping and association of signifiers and signifieds

  The sequence of codes at the end, including the appearance of the slogan and pack shot, creates a conventional syntagm which encourages action from the audience.






■ Camerawork

Shot types

Shot types are one of the most important codes in audio-visual texts. The basic shot types of close-up (CU), medium shot (MS) and long shot (LS) can all be modified to describe incremental changes in shot using terms such as extreme (for example, extreme close-up) and medium (for example, medium close-up).

Other shot types are named more for their function. A two-shot is the common term for a shot that has two people in it; an establishing shot is used to establish a change of scene. A point-of-view shot (POV) makes us feel as though we are seeing events unfold through someone else’s eyes, and an over-the-shoulder shot gives us a sense of participation in a conversation. Other shot names – such as a cutaway shot, reaction shot or nodding shot only make sense in the context of other shots, so really form part of the codes relating to editing.

Some shots are named after specialist lenses that may be required to shoot them effectively – a wide-angle shot allows the audience to see more of an expanse of an exterior or interior location in one shot, with a fish-eye shot giving a distorted perspective that introduces even more extreme wide angles and can feel very claustrophobic.


Quick questions


	1  What aspects of a person’s appearance in a scene would you analyse for non-verbal codes?


	2  Explain the difference between proxemics and para-proxemics.


	3  Give an example of paradigms in mise-en-scène that could be used to subtly alter meaning.






[image: ]
▲ Extreme close-up



[image: ]
▲ Medium shot



Key terms








	close-up

	
often just face and shoulders

A close-up effectively constructs him as a sympathetic character.





	cutaway shot

	
footage that shows another subject before returning to the original

The use of a cutaway functions as product demonstration.





	establishing shot

	
often exterior locations, but can be interiors – used to set a scene

The establishing shot shows a huge, barren fen.





	fish-eye shot

	
a shot, usually using a specific lens for the purpose, which brings in a range of angles of view

The fish-eye shot distorts the view and distances us from the events.





	long shot

	
full body at any distance

Introducing the character in long shot makes him harder for us to relate to.





	medium shot

	
mid-body shot

The group are filmed in medium shot, allowing us to see them in the context of the classroom.





	over-the-shoulder shot

	
a shot in which the back of someone’s head and shoulder is partially in view – often used to shoot dialogue – and makes the audience feel they are sharing in the exchange

The over-the-shoulder-shot feels intimate, as though we are part of the moment.





	point-of-view shot

	
shot that allows us to share someone’s perspective

The use of point-of-view shot allows us to share her perspective more profoundly.





	reaction shot

	
demonstrates a response to an event or person

The use of multiple reaction shots signifies shame among the group.





	two-shot

	
two people in the same shot, often implying a relationship between them

The friends are shown in two-shot.





	wide-angle shot

	
a shot, usually using a specific lens for the purpose, which shows a wide field of view

The wide-angle shot allows us to see all of the hall in the frame.









[image: ]
▲ Fish-eye shot



[image: ]
▲ Long-shot



Camera angles

Just as important as the type of shot used is the angle of the camera. A camera placed roughly at eye level with its subject creates a sense of equality with it on the part of the audience. A high angle can easily make its subject appear inferior, and a low angle elevate it. A canted angle (‘Dutch’ angle) can feel edgy and disorientating in some texts, but in music videos these are very common. A worm’s-eye shot is sometimes a point-of-view shot, either pointing directly upwards as though on the ground, or an extreme low angle that makes its subject loom. A bird’s-eye shot offers the reverse perspective.


Key terms

high angle a shot positioned slightly higher than the subject, which diminishes it

The high angle shot makes the child seem vulnerable.

low angle a shot positioned slightly lower than the subject, which elevates it

We understand him to be the dominant figure in the room because of the use of a low-angle shot.

canted angle sometimes known as a ‘Dutch’ angle – a shot that leans over to the side

The angle is canted and feels disorientating.

worm’s-eye shot extreme low angle or directly from the ground upwards

The worm’s eye shot allows us to absorb the sight of the small bomber plane coming into view.

bird’s-eye shot extreme high angle or directly from the sky downwards

The choice of a bird’s eye shot is effective because …



As with shot types, some camera angles are named after the techniques used to capture them – an aerial shot is used to show vast areas of a location, and usually requires air transport to shoot. Aerial shots span the categories of both shot type and movement. Crane shots also do this – a crane is used to provide some exceptionally fluid and unusual movements, often following action from perspectives that would be impossible from the ground. Jib shots, where the camera is positioned on a metal arm and operated remotely, are often used in studio shoots, such as those you might see in a studio-based television show.


Key terms

aerial shot from in the air, often shot from an aircraft

The use of an aerial shot gives a sense of magnificence to the landscape.

crane shot any footage taken using a crane – highly mobile and versatile in terms of movement

This crane shot allows us a privileged view over the action.

jib shot any footage taken using a camera, remotely controlled, on a metal arm

The film uses a jib shot, which suspends our view close to the flowing river.



Hand-held shot is a generic term for any use of camera operated by hand rather than situated on a mechanical steadying device such as a tripod or dolly. These are highly practical in documentary or news filming situations, where advance planning is not always possible, and spontaneity and portability are of the essence. This shot type can sometimes be re-appropriated in fictional media texts, where the effect is to create a feeling of instability in the subject matter or a documentary style that implies verisimilitude.


Key terms

dolly a fixing for a camera that allows it to be moved smoothly over a set floor or on a track

The use of a dolly shot creates a smooth, hypermobile effect.

hand-held shot footage taken using a camera held and operated by a person

The hand-held shot feels unstable to us.



Specific movements

Other terms are used to describe very specific movements. A tracking shot, also called a following shot, is used to follow a moving subject by travelling alongside it. It can be filmed either by a vehicle with an on-board mount, or by a long track set up parallel with the line of movement, which then has a dolly move along it. A short tracking shot (often also slower) is called a crab. A following pan can also follow an object, but in this case the camera stays in one position and moves on its axis to follow the subject of the shot. Used at speed, this becomes a whip pan, denoting fast-paced action. A surveying pan can follow the same movement but is more languorous and has no foreground subject. When a pan occurs on the y-axis it is referred to as a tilt and is often divided into tilt up or tilt down, since it is unusual to see both movements in one take without an edit.

Although not strictly shot types, focus techniques and lens movements are often considered alongside these as they form part of the same paradigm. Zooms, both in and out, are strictly lens movements in which the subject is brought closer or made more distant. Zooms can be fast or slow, and the effect of speed on interpretation can be significant. Faster speeds are associated with action, and slower speeds with manipulating para-proxemics and sometimes contributing to the emotional response the audience experiences to a subject on screen. Selective focus is used to bring attention to a particular part of the frame to show its importance. A focus pull may be used to change this, and form a kind of in-shot edit, where the audience’s attention is drawn first to one thing then another by changing the focus. Using this technique, a subject in the foreground may be defocused in preference to the background. The effect of this is usually quite contemplative, although very fast focus pulls can also be seen deployed in action sequences and point-of-view shots.

Music videos are interesting examples to use when beginning to study camerawork. They often use very dynamic shot ranges because of their innately bold visual style and feature a range of shots that can be explored out of the sequence.

[image: ]
▲ Working with the camera on a dolly



Key terms








	crab

	
a short tracking shot

The camera crabs to one side, revealing…





	following pan

	
movement where the camera remains in one position but is turned on its axis to follow an action

A following pan is used to draw our eye to where the ball lands.





	selective focus

	
use of the lens where a particular section of the frame is in focus

The use of selective focus draws attention to the snail on the leaf.





	surveying pan

	
slow pan on the camera’s axis, often to establish either exterior or interior environment

A surveying pan conveys effectively the size of the quarry.





	tilt down

	
movement where the camera is angled down on its axis

The rapid tilt down makes the audience experience vertigo.





	tilt up

	
movement where the camera is raised up on its axis

The tilt up makes the building feel grand in scale.





	tracking shot/following shot

	
follows action by travelling alongside or behind it

The tracking shot keeps pace with the car.





	whip pan

	
rapid following pan, widely used in action sequences

The use of whip pan lends energy and frenetic pace to the scene.





	zoom

	
movement of the camera lens to bring a subject closer or to distance it

The slow zoom in intensifies the predicament the man is in.








EXAMPLE: Music video for Angels, Chance the Rapper featuring Saba (2015)

Music videos are interesting examples to use when beginning to study camerawork. They often use very dynamic shot ranges because of their innately bold visual style and feature a range of shots that can be explored out of the sequence. You can watch the video for Angels here: www.youtube.com/watch?v=eedeXTWZUn8


	◼  Tracking shot – used in the opening to bring us on the boy’s journey and allow us to sense his place in the city.


	◼  Establishing shot of the city – shot as aerial footage, which feels like a POV perspective of Chance flying over the city.


	◼  Extreme low angles – give an impression of the size and scale of the city, contrasting with the sky through which Chance flies.


	◼  On-board vehicle shots – used on the top of the train, showing Chance’s performance and lending a highly mobile and journey-like feel to the narrative.


	◼  Close-up of shoes – signifying the introduction of dance moves to the sequence.


	◼  Tracking shots in the train – both back and forth allow for focus on different characters and their performances.


	◼  Hand-held camera work on train – reflects the movement of the vehicle.


	◼  Camera work – reflects two spheres of action, the train/below and the train/above.


	◼  Numerous two-shots – used on the street to film two performers dancing.


	◼  Crane shots, dolly shots and hand-held work including low-angle shots – these elevate the importance of the performers and are all used in the dance sequence.


	◼  Bird’s-eye shot at the end on the boy – as though the ‘angel’ is looking down on him.


	◼  Video ends with a tilt up – as the song finishes with the boy who drew us into the narrative at the start, we share his perspective on the city.







Apply it

Choose a music video from any genre you enjoy. Watch the video several times, pausing where you need to make notes. List some of the camera shots used, describing the effect of each.

Use your notes to write a 500-word, paragraphed analysis of how camera work contributes to the construction of meaning in the video.




Quick questions


	1  What is the purpose of a focus pull?


	2  What is the difference between a high-angle shot and a bird’s-eye shot?


	3  What is the most common usage of a surveying pan?









■ Editing

Many techniques are used in editing, and it is only possible to cover here a few that are seen most frequently. Most of the texts you study will use continuity editing style, the predominant type of editing in mainstream media. Continuity editing constructs time and space in straightforward ways that make sense to the audience because we have been reading its codes since childhood. It can involve selecting from a paradigm of similar shots taken on location and ordering these into a syntagm, a chain of meaning that helps to construct a narrative, build representations and many other functions. Most of the time it provides a seamless experience of viewing that does not draw attention to the apparatus – the physical nature of its construction.


Key terms

apparatus term used for the equipment and methods used in media production

The apparatus of production is seen, which is unusual.

continuity editing dominant mode of editing that does not draw attention to itself, allowing the audience to focus on the subject matter

The sequence begins by disrupting standard continuity editing …



The other common editing style you will see used is montage editing, which has many uses from film trailers to music videos. In montage editing we see a number of shots, which we understand are not occurring consecutively in the chronology played in close sequence. This creates a strong impression of a character’s journey or an event, or can be used to create atmosphere. It is generally used quite sparingly.


Key term

montage editing an editing style where the audience is given a snapshot of different clips

The trailer uses conventional montage editing.



Space is constructed according to technical laws and norms such as the 180-degree rule, where the camera must not ‘cross the line’ in a cut from a film sequence to preserve the illusion of a particular perspective on a scene. If the perspective needs to switch to another side of the room, a connecting shot with a movement, such as a dolly or jib shot, will usually be included, or the narrative will cutaway to another scene before returning to a new camera position.


Key term

180-degree rule one of the rules that constructs space in visual language – the camera must stay one side of an imaginary line when filming a scene, unless a cutaway or visible movement leads the audience to another perspective

The rupture of the 180-degree rule has an unnerving effect.



[image: ]
▲ The 180-degree rule




Similarly, to preserve visual logic, we have the 30-degree rule, which states that the camera must move more than 30 degrees when showing a new shot of the same subject. Failure to do so results in a jump cut, which is disorientating for the audience – and looks like a mistake. At times, this can be deployed for effect (usually with several jump cuts being edited together).


Key terms

jump cut where the camera moves less than 30 degrees, creating an ugly and dissonant effect – sometimes used deliberately, but is not part of continuity editing style

The use of jump cuts feels jarring and causes anxiety in the audience.

30-degree rule one of the rules that constructs space in visual language – the camera must move more than 30 degrees in order to avoid an ugly cut

The sequence breaks the 30-degree rule.




TIP

Although it is important to understand how editing constructs space, you will rarely need to comment on this in an analysis. Understanding it will make you more aware of editing and more likely to spot other, more relevant techniques.



The way in which we experience the passage of time is also controlled by editing. The depiction of ‘real’ time is compressed – in fictional narratives, this is carefully controlled to manipulate our experience of the narrative. More screen time is given to certain characters at particular points, and events that unfold over a number of days – or would if they were real, in the case of fictional narratives – are compressed into an hour or 30 minutes. Parallel development may be used, where we understand that two events are supposed to be happening simultaneously, even though the edit requires that we cut between the two events alternately. The only real alternative to this is the use of split screen, which is acceptable for more experimental TV dramas but would appear odd in a soap opera.


Key terms

compression of screen time the way in which media texts, through editing, reduce the real time in which events would unfold

Screen time is compressed considerably by the montage sequence.

parallel development the apparently simultaneous presentation of another narrative strand in a text, which is actually achieved by alternating between the two spheres of action

The action cuts between the two scenes as the tension builds using parallel development.

screen time the amount of real time a character is present on screen for, e.g. two minutes

Screen time is manipulated to make the dive scene feel as though it’s happening in real time compared with the moments leading up to it.

split screen simultaneous depiction of two events on screen by physical splitting of the frame

Split screen is used to show that the two people use the same product in different ways.



Some other techniques that involve using editing to play with our perception of time include the multi-take, where the effect of an action is shown by repeating it several times, sometimes shot from different angles or distances. Decelerated motion (slowing down of the sequence) is frequently used to contribute to the emotional power of a sequence and is a convention so familiar we barely notice it. Accelerated motion (speeding up the sequence) adds to the audience’s perception of speed, but usually must be deployed with a much lighter touch, since, unlike decelerated motion, it jars when used deliberately, and is only suited to deliberate use in a small handful of contexts, such as for comic effect.


Key terms

accelerated motion the speeding up of footage during editing

This scene uses accelerated motion for comic effect.

decelerated motion the slowing down of footage during editing

The use of decelerated motion combined with a close-up shot makes the product seem more desirable.

multi-take non-continuity technique, where a dramatic event may be filmed from several angles and the moment duplicated for effect

The smashing of the cup is filmed as a multi-take to make the moment have more impact.



Transitions are used to get from one shot or scene to another. The overwhelming majority of transitions you will see in audio-visual texts are straight cuts. Other common techniques are fade in, fade out and fade-through-black. These are subtle and slower-paced transitions. Also in this category is the cross-dissolve, where one image is slowly superseded by another, creating a whimsical effect.


Key terms

cross-dissolve the gradual fading of one shot into another

The cross-dissolve connotes tenderness.

fade-in/fade-out the gradual dissolution of a shot

The fade-in follows the titles.

fade-through-black technique that allows the audience a moment to reflect, by placing a short breathing space over black between scenes

The transition between the scenes is slowed using a fade-through-black.

transition the way in which movement from shot to shot is managed in editing, most often a straight cut

Shot transitions are unusual because they use many dissolves, meaning one image is superimposed over the previous.



Relationships can be created by editing. The juxtaposition of a high-angle with a low-angle shot can easily imply a relative power positioning between two characters. An eye-line match is created when we see someone looking, then see what they are looking at. Matched cut is another term used for pairs of shots that make sense together. Over-the-shoulder shots are used to film conversations, and reaction shots commonly allow the viewer to see the impact of almost anything else that has happened in the previous shot.


Key terms

eye-line match usually means the pairing of a shot of a person with the object of their attention in the next frame

The eye-line match signifies equality between the two characters.

matched cut pairs of shots that have a logical connection

The door opens in one scene and cuts abruptly to the closure of the pool door in the next, using a matched cut.



Titling can be used in all kinds of versatile ways. Cutaway shots are used in factual media, sometimes to contribute additional meaning or add weight to a person’s dialogue, at other times for illustrative purposes. Cutting rhythm and cutting rate are used to refer to the way in which footage is cut to create a particular pace. You should also remember that sound is also a significant part of the editing process. This is discussed further in the next section but is also relevant to audio-visual texts. Other post-production techniques include special effects, graphical elements and subtle post-production practices such as colourisation.


Key terms

colourisation the way in which the saturation or other elements of how we perceive colour may be altered post-production, either to harmonise footage from different shoots or locations, or to achieve a particular aesthetic

The colourisation is desaturated slightly.

cutting rate the way in which pace is controlled in editing – many shots of short duration lend a fast cutting rate; longer duration results in a slower rate

The fast cutting rate emphasises the frenetic action.

cutting rhythm the length of shots, particularly when edited to a soundtrack or score, when these appear to have rhythmic qualities

The cutting rhythm matches the track.

titling the use of lexical coding over black or over image – has become very common in digital media texts

The titling uses discreet typographical codes.




[image: ]
▲ Over-the-shoulder shot





Quick questions


	1  What type of cut will you see the most as a transition in editing?


	2  Give the common name for the technique of decelerated motion.


	3  What is parallel development in editing terms?







EXAMPLE: Editing in the Bisto advertisement (2021)

You can view the Bisto advert on YouTube here: www.youtube.com/watch?v=Tc0lDduqJ_I. The advertisement uses repeated shot types to construct a narrative about the role of an everyday food in the bond between two childhood friends. They are repeatedly shown in two-shot at different ages, as a montage that compresses their journey into adulthood by showing similar shots as the children grow up and are replaced by older actors, then eventually their own children.

It is a subtle example of editing that is very simple but cycles through the selection of similar shot types at a steady, rhythmic cutting rate matched to the beat of the soundtrack song, with only low-level, indistinct dialogue forming soundscape. Cutaway shots of childhood chatter give way to the formation of adult social relationships and activities, with repetition of the close-up shot of gravy being poured over the food to connect the audience consistently with the product. As a family-orientated grocery product that has been in existence for decades, the editing style supports well the theme of longevity in friendships.
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