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The idea that reality is constructed and
represented is one of the core concepts
in media. All media practitioners work to
portray or ‘re-present’ a particular version
of a reality—for instance, filmmakers begin
by consciously thinking about ways they
can represent events, characters and
ideas on film. Similarly, photographers
deliberately decide what to represent
and what techniques they will use to do
so. Even media texts that claim to show
reality, such as documentaries and news,
begin with a process of selection and
construction and finish with a process

of construction.

This chapter discusses the ways in which
media products, messages and meanings
are constructed and created through
this process of selection, omission,
construction and representation. The
chapter also explores how meaning

and media products are received and
understood by audiences through the
processes of selection, interpretation
and interaction.

The Treachery of Images by René Magritte, oil on
canvas, 1928-29. Magritte is saying that in the
arts in general and in the media in particular,
what is presented as reality is not reality itself.




EEP Representing reality

Media practitioners work to portray or ‘re-present’ a particular version of a reality.
The idea that reality is constructed and represented is one of the core concepts in media.

FIGURE 1.1.1 The media constructs and creates images. An Iragi prisoner of war and marines from the 15th Marine Expeditionary Unit
in Iraq in 2003. Note how the original Associated Press image [far left] can be cropped so how we read the image changes.

MEDIA AND REALITY

The media attempts to create a believable version of
reality—if it was not believable, you would not accept it.
The media relies on what has been termed your ‘willing
suspension of disbelief’ You know it is a film or a television
show but you ‘go along’ with the illusion—if you did not,
you would not get any enjoyment from it. This seems
obvious when you are talking about fictional texts, but the
creation and construction of a reality happens just as much
in non-fiction texts such as news and documentaries. It is
just that in these latter cases the construction is concealed
more by both the creator and the viewer/reader, as
illustrated in Figure 1.1.1.

Figure 1.1.1 from the Iraq War in 2003 illustrates how
reality can be constructed through selection and omission.
In the first and original image, marines from the 15th
Marine Expeditionary Unit are seen offering an Iraqi
prisoner of war a canteen. The next image is cropped to
show the gun only. The last image is cropped to show the
canteen only.
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Learning activities

1 Look at René Magritte’s painting on page 1.

a Describe what you see.

b The text in the image, ‘Ceci n'est pas une pipe’
means ‘This is not a pipe’. If this is not a pipe,
then what is it?

2 Look at the images contained in Figure 1.1.1.

a Describe what you think is happening.

b By covering different parts of the image

(selection and omission), can you create
different ways of reading this image?

¢ What implications can you see when images are
manipulated like this?



CONSTRUCTING IDENTITY AND SELF

One of the ways the media (and you) can construct a reality
is via the process of representation. That is, the media (and
you) represent a construction as though it was the original

and authentic. These representations can be a variety of
different things. They can depict:

m individuals (these can be human or animated characters

in narratives, or political and historical figures or
celebrities)

m social groupings (such as families, genders, age or ethnic

groups)
institutions (such as the law)
ideas (such as freedom or equality)

events (such as wars)

issues (such as climate change and the environment,
or terrorism).

IDENTITY AND CONTEXT

The construction of identity can change with context. If

you were constructing an identity for yourself, the way you

went about it would be influenced by both:

B the medium, the form it would take; for example,
a typed resume or a social media profile

B the audience; for example, a parent, an employer,
friends or social peers.

FIGURE 1.1.2 No-photo icons

Learning activities

1 Write down in a few sentences what ‘identity’
means to you. In this case, look at identity as: you
as an individual; you as part of a group such as a
your family, school or class; or how you identify
yourself in the broadest sense, such as with respect
to gender, ethnicity or something else entirely.

2 Using your work from Question 1, choose or
create a series of images illustrating your ideas
about identity. You can create the images yourself,
through drawing or photography, or collect them
from existing sources.

3 Why did you choose these images? What were you
trying to communicate?

4 Show your images to the class.

Create a series of brief identities for yourself for
each of the following and include an image:

* avideo game

* asocial media site

* ajob application

 adating site

 afan-based webpage

* aschool newsletter.

6 How has the context changed the identities you
have created?

7 Read out an identity to the class and see if they can
pick which context you have based the identity on.

CHAPTER 1 | REPRESENTATION



CONSTRUCTING REPRESENTATIONS

The images from the films Australian Rules (2002) and
Mean Girls (2004) shown in Figures 1.1.3 and 1.1.4 have
been constructed. This construction takes place through
camera framing, location, choice of actors, costume,
lighting, location and other tools. The constructions or
representations in Mean Girls and Australian Rules are of
specific groups in society—teenagers, or two specific groups
of teenage boys and teenage girls. These representations
are not random, but carefully selected and constructed
by the filmmakers. These constructions give the audience
clues and cues on interpreting the images. At its most
obvious, in the case of Mean Girls, the dominant colour in
the image is pink, which, in Western culture is generally
seen as a girls’ colour. Therefore, you can see that these
constructions are mediated (influenced) by a number of
things including the maker, the viewer and the society or
culture that the work was produced in.

FIGURES 1.1.3 AND 1.1.4 Australian Rules (2002) [above] and Mean
Girls (2004) [below]. These images show representations of teenagers
from different times and places.

Learning activities

1 Lookat Figures 1.1.3 and 1.1.4.

a What effect does the choice of actors, costumes,
camera framing, composition and lighting have on
the representations?

b Do you think gender has been constructed in
different ways in these images?

¢ Why do you think this? Provide examples from the
images that support your case.
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2 Compare your answers with others in your class.

a Are there any differences in interpretation? Explain.

b How do you account for these differences?



CONSTRUCTING MEANING

To understand the construction of media realities, you
need to look at how the viewer/reader or participant
makes sense of, reads, understands or constructs the
meaning and ‘reality’ of the text.

The term ‘text’ in media and cultural studies
has a wider meaning. It is best described as
the artefact or ‘thing’ being examined. It can be
a film, magazine, video game, photograph or
any media product.

An image does not have a meaning in and of itself—there
is no inherent meaning that lies within it waiting to be
uncovered.

The audience plays an essential role in the creation

of meaning in a text. Audiences interpret or read a
representation based on a variety of factors, such as their
previous experiences with similar images, how their society
or culture generally reads these images, and even the
language they use to describe or interact with the images.

It is generally acknowledged that people read and interpret
images and, in fact, media products in general via the
language of their culture. People give meaning to things
with words. If an object could not be named or described
in words, then it would be very difficult to communicate

it to someone else. Communication is one of the core
elements of representation in the media, which exists to
communicate ideas. Ideas are coded within representations
and the decoding starts to occur at one of the most basic
levels of language—words. If this is the case, then an
examination of how words work to create meaning and
how this meaning becomes attached to representations is
needed.

Roland Barthes was a leading French literary
theorist and philosopher in the twentieth century.
He questioned how much one could understand the
written word in relation to speech.

DENOTATION AND CONNOTATION

Roland Barthes, among other influential thinkers, argued
that meaning was attached to a representation via the
process of language and that the meaning of words is
derived from a process of denotation and connotation. At
its simplest, this process starts with denotation—attaching a
name and a definition to an object. For example, a simple
metal object that is triangular in shape with a sharp edge
and wooden handle is given the name ‘knife’ (denotation).

However, the word ‘knife’ is not neutral. By the process of
connotation, a number of meanings can be attached to the
word ‘knife’, which may be as varied as cooking, food and
adventure, or murder, blood and violence.

Meaning

I

Word (connotation)

I

Object (denotation)

FIGURE 1.1.5 How meaning is created

MEANING: CULTURE AND CONTEXT

Meaning attaches to a representation in a number of ways.
Two of the most significant are through the cultures the
meaning has been created and viewed in, and the context
in which it is read. The role of context can completely
change the way an image is read. Take the example of the
knife. A knife lying on the floor with blood and broken glass
around it will be given a different meaning to a knife placed
next to a plate and cake with candles on it. These readings,
however, are also culturally based. The knife and candle
would be read very differently in a culture that did not bake
cakes nor celebrate birthdays like Western cultures do.

FIGURE 1.1.6 These illustrations reveal how meanings attached to a
‘knife’ can be altered in subtle ways.

SYMBOLIC CODES

Meaning is also attached to images through references
to, and within, culture or society. Barthes also talks of a
third level of meaning: when the object can function as
a ‘myth maker’. By this he meant that the meaning could
be an abstract idea that might be difficult or lengthy to
explain, but is clear in the society in which it is viewed. In
the case of the knife, an abstract idea may be happiness
(for a birthday cake) or fear (for a murder). In this way,
connotation and denotation can create emotion through
meaning (see Figure 1.1.6).

CHAPTER 1 | REPRESENTATION 5



COLOUR CODES

The important thing to remember is that these meanings
are specific to the society or culture in which they are
viewed. Colours, for instance, hold different meanings in
different countries. In Australia, gold is generally associated
with wealth and green is related to jealousy. In Western
society, red is seen as the colour of love and sexuality.

In China, Thailand and many Buddhist countries, red is
considered a lucky colour and is worn at weddings. In
Western countries, black is the colour of death, but in
China the colour of mourning is white. Cultural meanings
can also change within a society over time. In Australia,
green is now connected to the environment and the
environmental protection movement—a meaning that did
not exist twenty-five years ago.

CULTURAL CODES

Meaning is attached via what Barthes called a ‘cultural
code’—that is, knowledge drawn and gained from living

in, absorbing and consuming other products of a culture.
Imagine this scene: it is the end of the film and the young
couple have finally overcome all obstacles placed in their
way and are together. The camera lingers on them as they
embrace on the deck of the ship that is going to take them
away to their new life. They move offscreen as the camera
reveals a life buoy with the ship’s name on it: SS Titanic.
Whether this is a happy ending or not depends on your
cultural code knowledge. If it tells you that Figure 1.1.7
comes from the film Titanic (1997) and that the Titanic was
a ship that sank, killing most on board, you read this image
as tragic and know that there is a tragic ending. If you do
not know that the Titanic sank, then this is simply a classic

ending to a romance.

).

FIGURE 1.1.7 Titanic (1997). Cultural code knowledge means
audiences can read this image differently.
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Learning activities
1T Write down three things that come to your mind
when you see the word ‘knife’

2 Compare your answers with others in the class.

3 What connotations could you apply to each image
of a knife in Figure 1.1.6? Draw one more frame
for each image that could once again change the
meaning.

4 You see a knife rack on a kitchen wall. All the knives
are there, except the biggest carving knife. Write
the meaning you attach to the face of the missing
knife if:

a itis daytime and sunlight is flooding into the
kitchen where food is bubbling in a pot

b itis night-time and the kitchen is enveloped in
darkness. You can only see the knife rack by a
flash of lightning, and the only sound is a door
banging in the wind.

5 Now think of two other objects and show how the
meaning attached to them can also change with the
context they are viewed in.

NAME OF OBJECT | CONTEXT 1 | CONTEXT 2

6 Write the meanings you generally associate with
the following colours: red, pink, brown, yellow,
blue, gold, black, white, grey and cream. (There
may be more than one meaning.)

7 Share your colour meanings with the class. Does
everyone agree on the same meanings?



CODES AND CONVENTIONS

Codes and conventions are some of the building blocks of
media language and are very important in the construction
of representations. Like language they involve elements

that create an organised system of order and construction.

Codes and conventions work, in large part, due to
audience familiarity and expectations and, as we have seen,
can be culturally based. Many of the visual codes people
are familiar with from film and television have become a
kind of universal language.

SILENT FILMS

The Cabinet of Dr Caligari (1920) and The Idle Class (1921),
shown in Figures 1.1.8 and 1.1.9, illustrate the codes
within early silent movies that became a kind of universal
language that could be read in similar ways by diverse
audiences around the world, no matter which language
they spoke.

There is not a great deal of difference between a code and
a convention when talking about representation. Generally,
a code is considered to be more like a rule, similar to
grammar, whereas a convention is usually an established
practice. A code is often the process by which people have
learnt the language of the medium. For example, audiences
have learnt that when a film cuts from one scene to
another, time has passed. A convention may be a symbolic
or a story element, such as that the bad guys lose or that

a television news broadcast starts with a major story, and

is then followed by national news, state news, sport, the
weather and then perhaps a good news story. Similarly, a
convention in print might be that a magazine begins with a
front cover, some advertisements and a title page and ends
with a short article or column before the last page, which is
often an advertisement.

Learning activity

1 Look at Figures 1.1.8 and 1.1.9.
a What do you think is happening in each image?

b What do you think happened just before and
what will happen just after?

¢ Compare your answers with other class
members. Was there a generally agreed reading?

FIGURE 1.1.8 The Cabinet of Dr Caligari (1920)

FIGURE 1.1.9 The Idle Class (1921)

CHAPTER 1
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VISUAL CODES IN ACTION

From the example of shots shown in Figure 1.1.10, the
viewer can see how images are coded. The images/codes
are made up of a combination of elements that, when
combined, have meanings attached to them.

B Shot 1: The frame is little more than a shot of a person
with a minimal amount of information attached to it.

B Shot 2: If the camera angle is changed to show the
shot at a low angle, not only is the image a bit more
interesting, but the viewer can begin to develop some
assumptions about the person in the shot. Consider
what a low-angled shot might mean in this context.

B Shot 3: In this shot, the lighting has been altered. The
lighting has been directed from behind the person so
that now he has been silhouetted. Consider what you
think this combination of back lighting and camera
angle might mean.

B Shot 4: In this shot, the person now has an object in his
hand; that is, he now has a prop. The inclusion of the
prop can alter and/or enhance the image’'s meaning.

B Shot 5: The person has raised the arm holding the object
above shoulder height. There is now an element of
performance included in this shot.

READING REALITY

Images like the ‘axeman’ in Shots 4 and 5 in Figure 1.1.10
can usually be quite simply read, but different audiences

FIGURE 1.1.10 A storyboard showing how images are coded

can read other images in very different ways. This idea of
audiences and their role in reading codes, conventions
and cultural references is vital to understanding how codes
and conventions operate within media texts and within the
cultures that produce the texts. For codes and conventions
to convey meaning there has to be a general agreement
among the audience about their meaning—just as there

is general agreement about the meaning of words among
speakers of a language.

Cultural theorist Stuart Hall developed a theory about
audiences and their understanding of a text. Hall’s
‘reception theory’ is broken into three reading types:

1 dominant or preferred reading where the reader/viewer
shares the coded meaning with the author and reads
it in ways that the author may have intended or that is
consistent with the dominant cultural and social values

2 negotiated reading where the reader/viewer generally
shares the dominant reading, but brings to bear their
own interests and influences

3 oppositional reading where the reader/viewer
understands the dominant reading and codes but
rejects them and views the text from a different
position. An example of this might be a feminist
watching a Miss Universe pageant or a Green voter
watching a Liberal Party advertisement.

The Italian writer and philosopher Umberto Eco also

talked of an ‘aberrant’ reading, where a totally idiosyncratic

reading is made that often has little grounding in a shared
reality.
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For example, the song ‘Helter Skelter’ by The Beatles can be
‘read’ by an audience in different ways:

B dominant reading: could be, as the songwriter Paul
McCartney said, just a wild rock song about a children’s
ride in an amusement park

negotiated reading: could accept the dominant reading
but also see the song as being about love and its wild
ride

oppositional reading: could be asking how rock stars
know what love and life is about when they live in an
artificial and isolated world

aberrant reading: could be the way cult leader Charles
Manson read the song—as a call to murder people and
to start a racial war through random killings.

CODES AND CONVENTIONS
IN ACTION

While audiences may interpret codes differently, they also
tend to read them in similar ways. Some people’s reading
of codes is so ingrained that it just seems the ‘natural’ way

VISUAL AND AUDIO CODES

Broadly speaking, codes can be divided into two main
groups, visual and audio—these are in addition to the
cultural codes mentioned earlier.

These are the codes associated with production elements
or technical devices such as camera work, sound effects,
lighting and so on. Some of the visual and audio codes
audiences are familiar with are:

CODE | EFFECT OR MEANING

Low-angle camera, Character appears powerful
looking up

High-angle camera, Character appears vulnerable

looking down

Lighting is low with many
shadows

Mystery

Fade to black Time has passed

There is simultaneous action

that is the audience is seeing
two things that are happening
at the same time

Cut to and cut back

Music builds Tension is increasing
to do it. For example, at a basic level, audiences most often
read a film’s fade in as a cue that time has passed or, when
an object is zoomed in on, they know to attach importance
toit.
Learning activity
Create your own story around Shot 5 and include four other shots.
(nf.i“
p o)
e
Y "?"\', \\i
& ; ,v‘v\",
A
SHOT 1 SHOT 2 SHOT 3 SHOT 4 SHOT 5

You can carry out this exercise in a variety of ways:
» Use a digital camera to capture the images.
 Sketch the images by hand.

 Select someone in the class to perform to your directions, using the boundaries of the whiteboard as your frame.

CHAPTER 1 | REPRESENTATION



GRAPHIC NOVELS

Codes and conventions from one medium can be seen or used in other forms. For example, film
codes have become part of the visual language of graphic novels, as seen in Figures 1.1.11 and 1.1.12.

muuuuuumu,u\uullll_mﬂmﬂ’é
N\

>

FIGURE 1.1.11 Runaways: Pride and Joy, Vol. 1, Marvel Comics, 2004
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FIGURE 1.1.12 Spider-Man, No. 12, Marvel Comics, 2017

CHAPTER 1 | REPRESENTATION




Learning activities

1 Lookat Figure 1.1.11.
a Write down all the visual codes that you can see.

b What effect might these have on an audience?

¢ What might you expect to happen next?

2 Write down at least three audio codes such as music,
voice or sound effects that you think would fit the
image. Explain why you have chosen each one and the
intended effect on the audience.

NARRATIVE CONVENTIONS

Narrative conventions are some of the ways a story is
organised and portrayed. Audience expectations when
approaching a story are, to some extent, shaped by
familiarity with the codes and conventions of storytelling.
Genre expectations also shape the way an audience
approaches a media product, how the story will unfold and
how it will end.

The codes and conventions of television news is a good
example. During a broadcast, the audience expects to
be approached by a newsreader (an authoritative figure)

Learning activities

Look at Figure 1.1.12.

a What are some of the codes and conventions from
graphic novels that you can see? For example, what
direction/order are the frames being read in?

b What are some of the codes and conventions from
film and television that you can see?

¢ What effect do you think the combining of these
codes and conventions has?

who will introduce the items and reporters ‘on the scene’.
Viewers also expect the stories to be presented in a certain
order (e.g. important, national, local, international, sport,
weather, novelty) and that they will contain interviews and
opposing viewpoints. These conventions are so familiar
that, to the audience, they define a news bulletin, and
seem to be the ‘natural’ or ‘normal’ way of delivering the
news. The viewer does not tend to see news bulletins as a
particular construction that may have other values at play.

1 Watch the news on television tonight. The conventions are so strong that it does not matter which one. Write down all
the codes and conventions you can see. They may be technical as well narrative. Compare your responses with others

in your class.

2 Fillin the following table using your knowledge of genre narrative codes.

GENRE MAIN CHARACTERS

SETTING

STORY ENDING

War

Romantic comedy

Teen comedy

Space

12 HEINEMANN MEDIA THIRD EDITION



K] Representations and values

The media is not neutral—its values influence the representations that are constructed.

REPRESENTATIONS

The representations that are a vital part of the media’s
construction of reality are not neutral—there are a variety
of values that are embedded in them. Some of these are
obvious and others are deep-seated and concealed by
what we consider to be ‘normal’ or ‘natural’. An image,

a film, an advertisement or other media artefactis a
product of the society and so it will contain the values of
that society. These values can range from what the society
considers proper, such as all children should go to school,
to values that a society holds to be important or essential,
such as killing is wrong.

The values that the viewer or audience brings to the
interpretation of the representation are important, but a
reading can be directed by a variety of influences that can
include:

B prior knowledge
B cultural understandings
m personal opinions or biases

m the text itself and the context that surrounds the
representation or construction.

MEDIA INFLUENCE AND REPRESENTATION

Figures 1.2.1 and 1.2.2 show how the captions that may
accompany news images can and do influence the reading
of an image. The captions that accompanied the news
images from Hurricane Katrina in New Orleans tell a great
deal about values in America, particularly regarding race
relations and how media outlets commonly represent
African Americans and Americans of European heritage.
The captions also reference values regarding youth and
maleness, particularly when attached to race.

Hurricane Katrina was one of the worst storms
to hit the USA. It devastated the city of New
Orleans—a city with a population that was

more than 60 per cent African American. The
280 kilometre per hour winds caused massive
destruction, a storm surge caused the levees and
floodwalls protecting low-lying areas to fail and
80 per cent of the city was flooded. The areas
where the majority of African Americans lived
were the hardest hit. Nearly 2000 people died as
a result of the hurricane and tens of thousands of
people became homeless. Many people blamed
the government for taking too long to send aid to
the city and argued that the overreaction of the
authorities, such as the police, sparked claims

of racism.

FIGURE 1.2.1 Caption from US media source: ‘A young man walks
through chest-deep flood water after looting a grocery store in
New Orleans.’

FIGURE 1.2.2 Caption from US media source: ‘Residents wade
through chest-deep water after finding bread and soda from a
local grocery store after Hurricane Katrina.’
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VALUES AND CONSTRUCTION

Figures 1.2.3 and 1.2.4 show two views after
hurricane Katrina, and how the same event

can be seen differently. The images show
how construction can have different values
attached to it.

Y'a\l aint Water,
gon' stop and %' God's sake!
help us?/

FIGURE 1.2.4 A.D. New Orleans after the Deluge, Pantheon Books, 2010

Learning activities

1 Describe the ways in which your reading of a 3 Find an image from a newspaper, news magazine or
representation may be influenced or directed. news website.

2 Look at Figures 1.2.3 and 1.2.4. What attitude or values a Keep the original caption, but write another
to hurricane Katrina and the authorities do you think believable caption.
each image is portraying? b Share your image with your class and see who can

pick the original caption.
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ANALYSING REPRESENTATIONS

IN THE SOCIAL CONTEXT

As a media student, there are some key questions you
need to ask yourself when you look at how media
representations operate in a social context:

B What is being represented?

B How is it being represented?

B Who made or produced the representation?
|

When was it made? How does it fit with other images
of the time? How did events of the time shape the
representation?

B Why is this being represented and why is it being
represented in this way?

B What is being emphasised and what is being left out?

B What do you understand by the representation? Would
others have the same understanding?

B What alternative representations have you seen? What is
the difference between the two?

REPRESENTING ‘OTHER’
AND POSTCOLONIALISM

Representations can reveal a great deal of information
about the attitudes and values of the society that produced
them:

B what a society values
m what it respects
H what it fears.

This is particularly the case when examining
representations of other cultures and ethnicities.
Representations of ethnicity include racial, ethnic and
linguistic groups.

Colonialism in this study is taken to mean the expansion
of Europe and European nations into other continents

to extend their power and authority. The sophisticated
technologies of weapons, transport and communications
enabled Europe to conquer peoples in Africa, Asia, the
Middle East, the Americas and the Pacific. Colonialism
reached its peak in the late nineteenth century and began
to decline after the Second World War when, after fighting
for freedom in Europe, many of the European colonies
began demanding freedom and independence.

Part of this struggle for freedom and independence was an
increased recognition of how colonisation had worked on
a cultural level and an examination of the role played by
representations created by the colonising powers. These
myths included the idea that Europeans were superior in
all fields including the cultural and were coupled with a
consistent portrayal of the colonised as the outsiders or

as ‘other’.

POSTCOLONIALISM

Postcolonialism, the study of the cultural aftermath of
colonial rule, explores the effects on a society after it

has experienced a period of foreign control. It became a
prominent area of study in the latter half of the twentieth
century, when previously colonised countries and

peoples had gained or were fighting for independence.
Postcolonialism contributed to an increased recognition of
how colonisation worked on a cultural level and the role
played by representations in creating the myths Barthes
talked about.

Palestinian American literary theorist Edward Said argued
that, almost from its earliest beginnings, Europe had
culturally defined itself at the centre. This then placed all
others as outsiders—even terms such as ‘The East’ defined
other cultures by their relationship to Europe as the central
point.

The geographical region known as the Middle East
was named as such because it is situated between
Europe and what was known as the Far East, now
known more commonly as Asia.

Said argued that Europe defined:

B itself as rational, forward moving, progressive, free, safe,
scientific, educated and civilised

B outsiders, the East, as the opposite: dangerous,
backward, irrational, ignorant and inferior.

Said pointed out that these attitudes and values could
be seen in the images Europeans used to represent both
themselves and the colonised.
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COLONIAL REPRESENTATIONS

Figure 1.2.5, an 1896 advertisement for Camp Tea, is a
representation of European settlers’ opinions of themselves
as part of a European colonising power and reflects their
attitudes towards Australia’s Indigenous inhabitants.
Meanwhile, in a typical colonial representation from Tintin
in the Congo, shown in Figure 1.2.6, Europeans (and even
their animals) are portrayed as educated and powerful
figures who deserve total respect, if not adoration.

Learning activities

1 Look carefully at Figure 1.2.5, the ad for Camp Tea.
a Describe:

e whoisin the image

» what they are doing (What positions do they
hold in the frame of the image?)

* what they are wearing

* what their possessions are

* the relationship they may have to each other
and to the country.

b Do you see any evidence of some of Said’s
arguments in this representation? What
conclusions can you draw?

2 Lookat Figure 1.2.6, the image from Tintin in
the Congo.
a What evidence can you find of European
superiority?
b Do you think there are any exaggerated physical
features? Explain.
c What might the effect of these be?

d Do you see any evidence of some of Said’s
arguments in this representation?

e The Tintin books are aimed at children. How
may illustrations such as this influence the way
children see Africa?

f What conclusions can you draw?
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White man very great /... Has good
spirits... Him cure my husband /...
White q mister is big juju man /

2

We're
The Tops,
aren't we

Just 2 ...

FIGURE 1.2.6 Tintin in the Congo, 1931, revised 1946



Representations of Aboriginal and
Torres Strait Islander People

In Australia, representations of Aboriginal
and Torres Strait Islander People have
changed over time. These changes can
be seen in an advertisement from the
1920s (Figures 1.2.7); Dead Heart (1996),
a film that looks at the divide between
non-Indigenous Australian values and
Indigenous culture (Figure 1.2.8); and

The Sapphires (2012), a film about four
Indigenous women who form a band
and travel to Vietnam to sing for the
Australian troops during the Vietnam
war (Figure 1.2.9).

NULLA-NYLLA

"AUSTRALIAS WHITE HOPE,
THE BEST ROUSEHOLD SO0AP ”

FIGURE 1.2.7 A 1920s Australian advertisement

for soap

Learning activity

Look at Figures 1.2.7,1.2.8 and 1.2.9.
How do you think representations
of Indigenous Australians have
changed over the years? Include any
other representations of Indigenous
Australians that you like.

Note: Use the analysing
representations focus questions to
help you form a response.

FIGURE 1.2.8 Dead Heart (1996)

MIRANDA
TAPSELL

JESSICA SHARI
MAUBOY SEBBENS

CHRIS DEBORAH
O’DOWD MAILMAN

SAPPHIRES

FOLLOW YOUR HEART. DISCOVER YOUR SOUL.

FIGURE 1.2.9 The Sapphires (2012)
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THE EXOTIC, THE DANGEROUS,
THE HUMOROUS AND THE PITIED

Many media theorists argue that while the representations
of ethnicity may change over time, they usually still
function in the same way in order to perpetuate the
stereotypes, myths and values societies hold towards the
‘other’.

Alverado et al. in Learning the Media (1987) have grouped
representations of ethnicity into four categories: ‘the
exotic’, ‘the dangerous’ ‘the humorous’ and ‘the pitied’.
Some of these groupings serve to remove what may be
seen as a ‘threat’, while other groupings emphasise it.
Remember, the composition of these groups is not fixed
and will change over time. It is also important to remember
that these representations come from the dominant
culture—not all groups in society see the representations

in the same way.

The exotic is a representation that the dominant society
uses to group people who are seen as different, exciting,
mysterious, strange or glamorous, but still as outsiders or
‘other’. This representation can often be used about a place
or time, as well as a group of people.

FIGURE 1.2.10 ‘Exotic’ Greek culture in the USA
in My Big Fat Greek Wedding (2002)
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The dangerous is a representation that tends to be
prominent in news, current affairs or narrative texts. They
are generally represented as a threat to the dominant
culture or ‘way of life’ that needs to be dealt with. The types
of people who are considered dangerous often changes
over time, from place to place and culture to culture.

The humorous is a representation often found in

situation comedies and advertising. It generally relies on
stereotyping, or characterising an individual or a group
according to a conventional idea or concept. Often, it is
hard to criticise representations that claim to be humorous
when someone argues that they are ‘just a bit of harmless
fun’ This representation often functions to mock and
humiliate those that the dominant society sees as a minor
threat. It also serves to keep the group in their position

as ‘outsiders’, who are to be laughed at, not with. The
humorous representation may change with time and place.

The pitied is a representation often used by Western
nations atoning for the damage they have caused through
colonisation, economic exploitation or war. The pitied may
be represented as the victims of famine and war. Usually,
the causes of these famines or wars are not examined so as
to avoid directly engaging with the actions of the Western
nations. Representations of the pitied often go hand in
hand with connotations of primitiveness, backwardness

or underdevelopment, where again, the causes are not
explored. There can be a fine line between the pitied and
the dangerous.

Learning activities

1 Provide an example that you have seen in the
media of a representation from each of the exotic,
the dangerous, the humorous and the pitied
categories. You may choose from any media form
such as television, advertising, film, print and online
media.

2 Can you think of representations of people that
have changed over time? What category did the
group(s) belong to before and after the dominant
culture’s change in perception?

3 Find an example of one of these representations
and write a short presentation for your class
discussing it in light of your reading.



EF} Representing gender

There have long been concerns about the way the media portrays gender, particularly with
regard to gender roles and how the media portrays women.

REPRESENTATIONS OF WOMEN

Social and cultural theorists argue that the role and status
of women in society has been continually evolving, yet
this is not always accurately reflected in many media
representations of them.

The media in general (and advertising in particular) has
often been accused of perpetuating stereotypical gender
roles. There is a general agreement that many media
representations of woman fall into two categories—women
as defined by their relationship with the home, their family
and males, or women as defined by their bodies and
sexuality.

Figures 1.3.1 and 1.3.2 illustrate the media representation
of women in the traditional roles of home and body.

The Stepford Wives films represent women as domestic
housewives who are also physically attractive. Although
the 2004 remake was supposed to be a parody (satire) of

the original film, all parodies must, by definition, reference
actual representations to be recognised as humorous—the
remake shows how representations of women in film have

changed little.

FIGURES 1.3.1 AND 1.3.2 In the 2004 Stepford Wives remake [above]
and in the 1975 [below] original, women are identified in their
traditional role as homemakers.
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GENDER AND THE MEDIA

Men tend to be defined by their jobs, occupations, sports
and hobbies, as independent or as authority figures. They
are usually portrayed as active. On the other hand, women
tend to be defined by their relationships to men, they are
portrayed as wife, girlfriend, lover, or they are defined by
their relationship to their family as mother, daughter or
carer. The women are usually seen as passive. The male
domain is the outside world and work, while the female
domain is the home and the domestic.

Gender representations are not confined to advertising.
Films and television dramas also often contain these
representations of women. It is difficult (but not impossible,
for there are always differing representations and readings)
to think of many examples in film or television productions
where the ultimate authority or person in power is not
male. Leading politicians and business managers have
traditionally tended to be male, although if the business
leader is female it is usually because the industry is seen as
a feminine one, such as fashion.

The representation of a woman as a ‘body’, defined by her
sexuality, is criticised on a number of levels for ignoring

women’s intellect, abilities and achievements, and reducing
her to a bundle of physical attributes. This view of women

FIGURE 1.3.3 Honey Ryder (Ursula Andress) in Dr No (1962)

has also been criticised for creating an idealised notion of
beauty that is unrealistic or not attainable.

Learning activities

GENDER: POINT OF VIEW

An audience’s reading of gender and roles can be 1 Look at the table of stereotypical gender

influenced by the use of technical codes used to construct
a representation. Point of view plays a large role in the
way people read a text. Viewers tend to see women in
media products from the male point of view. In a narrative,
this occurs because the main character is usually male.
The audience is being told the story through his eyes and
it is through them that the audience assesses the other
characters.

Audiences’ reading of gender roles is also reinforced by
the technical composition of the camera’s point of view.
Visually, this is achieved by directing the audience to look
where the male is looking, then cutting to what he sees—
the woman as a sexual object. Seeing from the male’s point
of view in this way is known as the ‘male gaze'
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characteristics below. Copy it and write at least six
extra gender characteristics you have seen in the
media.

‘TYPICALLY’ MALE ‘TYPICALLY’ FEMALE
Independent Family

Hard Nurturing

Lounge room Kitchen

Identify which gender you think advertisers target to
market the following products:

beer small cars large cars
shampoo sports watches  computers.
department stores  investment advice

Give examples of the gender-targeted marketing
that you have seen for these products and services.
How do you think these advertisements work to
perpetuate gender stereotypes?



The audience sees what he sees and identifies with him.
This technical composition combined with the story
element of point of view stitches the viewer into seeing
the text from and identifying with the male character, and
generally seeing the woman in one of the traditional roles
of a body and/or subordinate. Figure 1.3.3 illustrates the
idea of the male gaze. The camera shot before this image
is of James Bond looking. The film then cuts to the shot of
Honey Ryder, shown through his eyes. She is thus being
defined by her body and sexuality.

WOMEN IN ADVERTISING

In advertising, women are typically represented in their
traditional role of homemaker, and in relation to their body
as in the ad shown in Figure 1.3.4.

It is estimated that women make up around

80-85 per cent of all purchasing decisions—
including technology, cars, houses, pharmaceuticals,
yet only around 14 per cent of creative directors of
advertising agencies are women. This would explain
research that shows 91 per cent of women saying
that advertisers don't understand them, as well as

FIGURE 1.3.4 This magazine ad shows how women are often
nearly 60 per cent of women being unsatisfied by objectified in advertising.

adds in the food sector. A sector where most of the
purchasing decisions are made by women.

4 What do you think is the ‘ideal’ physical representation of Rewrite one of the television scripts with the gender roles
awoman in the media? reversed and read it to the class.

5 Look at a number of advertisements on television. Can 8 Look at Figure 1.3.4 and answer the following:
you find any examples of the male gaze? Do you see any a Describe the people in the image.
validity in the criticism of the male gaze in the media? b Describe the setting.

6 Examine ten television advertisements and ten print ¢ What else can you see? Remember that a lack of
advertisements and draw the results up as a table. something may be as significant as its presence.

Comment on your findings. What do you think are the

S d Who is doing what? What are the relationships between
implications for both men and women?

the people or objects?

ADVERTISEMENT e List the main colours in the image. What connotations
are attached to them?

f Is there any text? What are the key words? What
connotations are attached to the words?

MALE PRESENCE

FEMALE PRESENCE

OCCUPATION g What seems to be the meaning? (What does the ad
APPEARANCE seem to be saying? What is implied if you buy this
product?)

RELATIONSHIP TO OTHERS

h What values seem to be being expressed in the
message? (How could this ad be read in terms of
representations of women and celebrity, for example?)

7 Focus on one print advertisement and one television
advertisement that contain representations
of both males and females. How would these i What is your reading of this ad? Can you think of an
advertisements work if the gender roles were reversed? alternate or oppositional reading of this ad?
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ERR Constructing reality

When audiences are viewing a media product such as a film or a television show,
they are watching a construction of reality—not reality itself.

REALISM AND NATURALISM

When talking about media products,
particularly film, television and video,
many people use the terms ‘realism’ and
‘naturalism’ interchangeably, but there
is a very real difference. Naturalism

is when a narrative/media product

complies with the laws of nature. At

its most obvious, gravity operates and
the people in the text cannot fly. Texts
where people can fly or superheroes
operate are called non-naturalistic.
Realism, on the other hand, refers to
when characters and the film’s world
appears ‘real’ and logical; that is, police
can arrest people, sheriffs wear badges
and the characters and plot stay true to
the film's internal logic. So, it might be
naturalistic for the detective to let the
serial killer go free, but it wouldn't be
realistic; that is, it does not make logical sense in the story
unless we know there is a reason for her to let the killer go.

FILM AND TELEVISION

Cinema is not the reflection of reality, but the

reality of that reflection.
Jean-Luc Godard

When viewing a media product such as a film or a
television show, the audience knows that what they are
watching is not reality but a construction of a reality.
Classical Hollywood filmmaking tries to conceal this
construction and present itself as a window to what
viewers see as filmic reality. The codes and conventions of
the classical Hollywood mode of production reinforce this
reality. The camera is generally set at about a viewer's eye
line and the most common shot is the ‘plain américain’ or
mid shot, from the knees up. This shot tends to mimic how
the human eyes work and gaze. The editing is generally
seamless and shots are not jarring. The shots flow in a
conventional way that is referred to as ‘continuity editing,
which viewers have become accustomed to as a reflection
of reality.
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FIGURE 1.4.1 Pierrot le Fou (1965). The use of unconventional
framing draws the viewers’ attention to the construction of the
representation.

However, this is not the way all films and television
narratives operate. Filmmakers in the 1960s such as
Jean-Luc Godard would use unconventional framing and
other stylistic devices that continually drew the viewers'
attention to the construction of the representation (as seen
in Figure 1.4.1). Filmmakers would also jar viewers with
actors addressing the camera, perhaps commenting on

the film they were in. This particular technique is referred
to as ‘breaking the fourth wall’ and is often seen now in
television comedy.

‘Breaking the fourth wall’ is the term used to
describe how a character breaks from the action
in the scene and directly addresses the audience.
The fourth wall is the imaginary barrier that
separates the fictional onscreen world from

the actual world of the audience. The phrase
originated in the theatre.



FIGURE 1.4.2 Django Unchained (2012) is a mix of genres, history and fiction that construct a believable reality.

FORMS: FILM AND TELEVISION

There is a long tradition of directors and writers playing
with the forms of film and television. Quentin Tarantino
is a filmmaker who plays with the form of cinema by
mixing genres, history and fiction together to construct a
believable reality, as shown in Django Unchained (2012)
(see Figure 1.4.2).

FACT AND FICTION

Fiction film relies on a sort of contract between the viewer
and the film. Viewers willingly suspend their disbelief as
part of their engagement with a film text. The audience
knows the film is fictional and that it is constructed to
appear as reality, but goes along with this in order to enjoy
themselves and take pleasure in viewing the work.

Knowing that a film is a construction is all very well when
looking at fiction—it is a constructed reality of a fictional
event. It is interesting to think about what happens when
an audience views a representation of a real event or
what happens when representation and reality meet in
documentaries or the news.

The representation of reality has been an area of interest
and concern since artists first started depicting the world
around them. This discussion was fuelled by the invention
of the camera, which could create a facsimile of the world.

Some say the invention of the camera was one of
the forbears of modern art. Some art historians
say that because the camera captured reality,
artists were no longer obliged to do so. This meant
artists were free to interpret reality rather than
reproduce it. This lead to art movements such as
impressionism, cubism, surrealism and abstract
expressionism, all of which were concerned with
the artists’ relationship to reality rather than their
reproduction of it.

R. Dunscombe, Focus on Folio, page 88

The earliest films were documentaries. The Lumiere
brothers set up the camera and filmed workers leaving
their factory. Similarly, one of the earliest films in Australia
is of workers leaving a biscuit factory in Hawthorn, Victoria.
The answer to the question, ‘Did these early films capture
reality?’ is both "Yes’ and ‘No’. Of course, they were actual
workers and they were leaving an actual factory at the end
of their working day. However, many film theoreticians
argue that the films were not an accurate representation
of the events because they did not accurately reflect the
events—or more particularly, the behaviour of the workers.
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PRO-FILMIC EVENT

A pro-filmic event means that the act of filming changes
the reality and that people behave differently when they
know they are being filmed. This was certainly the case

in the biscuit factory film. The workers are seen smiling
and waving. It seems unlikely that they did that every day
when they left work. They also cleaned themselves up and
dressed in their best clothes because they knew they were
going to be filmed.

Think about your behaviour and that of your classmates in
front of a camera. Consider how you think your behaviour
would change if you knew you were being filmed. This is
amplified when considering the role of audience. Consider
how you think you and your classmates’ behaviour would
differ if you knew the audience was to be your parents as
opposed to if it was to consist of your peers in another
state or country.

So, in representing reality, two constraints have been
identified so far, the camera and the audience.

Learning activities

PART A
1 Re-read the Seinfeld example of the lion and the
antelope.
a How do you think the filmmaker achieves this
identification?
b How do you think each of these episodes ends?

c What is the reality in this situation? Do you think the
camera influences the outcome?

2 Look at news broadcasts of an event on a commercial
station, the ABC and SBS.
a Compare how they have represented the event.
What are the similarities and differences?

b Write out an alternative version of the news report

from the point of view of one of the parties involved.

Present this to the class.

3 Plan two brief documentaries of your school: one is for
parents of prospective students and one is to apply for
more funds for buildings and facilities. The reality is the
same—the school is still the school—but how will you
represent it?
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REALITY: POINT OF VIEW

In the construction of media realities, you also have to
take into account the idea of point of view. All media
products are constructed with and from a particular point
of view. The creator, the society and the context influence
this point. It is important to remember when viewing/
interacting with media texts that there is no ‘neutral’
position. As you have seen, you need to take into account
the society that produced the text as well as the people
who made it.

The US comedian Jerry Seinfeld illustrated the importance
of the point of view of the maker in a sketch about nature
documentaries. He pointed out that when the antelope is
the ‘star’ you are on its side when the lion is chasing it and
the next week when the lion is the ‘star’ you want the lion
to catch the antelope.

PART B

4 Look at Figure 1.4.3. How does it differ from other
media representations you have seen of conflicts?

5 Do you think it is possible for a graphic artist like Joe
Sacco to report accurately? What do you think the
advantages and disadvantages are of the medium he
uses to create his representations?

6 Look at a newspaper image or television footage of a
conflict that has happened recently and answer these
questions:

a What is being represented?

b How is it being represented?
¢ Who made or produced the representation?
d

When was it made? How does it fit with other
images of the time? How did events of the time
shape the representation?

e Why is this being represented and why is it being
represented in this way?

f What is being emphasised and what is being
left out?

g What do you understand by the representation?
Would others have the same understanding?

h What alternative representations have you seen?
What is the difference between them?



ALTERNATE REALITIES

Joe Sacco is a reporter who specialises in reporting wars
and conflicts; however, he does not reproduce the reality
he sees in a mechanical or digital way. Sacco is a graphic

FIGURE 1.4.3 Joe Sacco is author/artist and reporter and the character with the glasses.

o

novelist. He is also a reporter who inserts himself into the
story and one who is aware that he is constructing a reality
that is not objective (see Figure 1.4.3).
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B Reality and reality television

Reality television is a classic example of the way the media can construct a reality and the way
that the audience of that reality can willingly suspend its disbelief. We know it is not reality we
are watching but we usually choose to ignore that—otherwise, it wouldn’t be any fun!

REALITY TELEVISION

Reality television shows cover a broad spectrum, ranging
from the survival/adventure/endurance shows to dating
and romance, to the workplace. No matter what the format
is, they all share the basic elements of a constructed reality.
The final product is created via a process of selection,
omission and construction.

SELECTION

The process of selection begins when the writers or
producers create the idea or vision for the show. Obviously,
the show does not come out of nowhere. In most cases,

it begins with an idea or a pitch, which is then developed.
Ideas are selected (and often omitted) and potential
episodes or scenarios are written up. Each of these
scenarios is created around a central idea, which may be

a task, event, audition, challenge or similar. These then
develop into shooting scripts so the technical crew can

film it.

The course of a reality television show tends to follow

the lines of a classical narrative/story structure. There is
the introduction where the viewer is introduced to the
players and the goals are set; the playout where the players
encounter obstacles that they need to overcome; and

the resolution, where the show is wrapped up, the goals
achieved and the winners have attained money, perhaps
a relationship or a successful commercial deal, together,
of course, with a certain degree of fame. This structure
follows a character or characters’ journey to a resolution.
This journey may be over the course of the series, which
is usually the case with survival/endurance, cooking or
dating/relationship shows, or it may be over the course of
an episode, which is usually the case with employment-
type reality shows.

In general, the viewer concludes that the situations in reality
television shows are constructed. The people in reality

television are real people and, generally, they are not paid
actors. Nevertheless, it is debatable as to whether they would
act this way if they did not know they were being filmed.

FIGURE 1.5.1 The creator of Survivor, Mark Burnett, refers to it not as a reality television show, but as an unscripted drama.
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The process of selection is most obvious when we look

at the contestants. They are not chosen at random and,
most likely, the writers have given the producers a ‘cast’
of character types, or character traits that they would like
the contestants to have (see Figure 1.5.2). The selection of
contestants also depends on the demographic or type of
audience the producers want to attract. The audience for
a dating reality television show will differ in a number of
ways from the audience of a cooking or building reality
television show.

OMISSION AND CONSTRUCTION

The creation of a television reality show is not an easy task.
In addition to the cast, there is a massive number of support
crew working behind the scenes to create sets, props and
challenges. There is at least one (usually more) camera per
contestant. One camera operator who worked on American
Survivor said that during the challenges there were often

more than eighty crew members working behind the scenes.

Selection and omission can occur in the actual production
in terms of what to shoot and what not to shoot. Omission
and construction largely occurs in the construction or
post-production of the show, which involves what shots to
leave in and what shots to leave out. Generally, the main
construction takes place in the editing suite—this is where
the story and characters are created from the existing
footage. In reality television, the amount of footage that is
shot is staggering. For a show with twelve contestants with
two cameras on them filming ten-plus hours a day, the
footage can run into hundreds of hours. In some cases, the
producers and editors create thirteen-hour episodes from
more than 2000 hours of camera footage!

In the reality television industry, the result of
editing together different sound bites to create

a new conversation is called a ‘frankenbite’. It

is named after Dr Frankenstein, the fictional
character who created a monster out of different
body parts.

The editing shapes the story and constructs characters,
both heroes and villains. Participants on reality television
shows are selected/cast according to the types in the pitch,
treatment or scenario. Their character traits are reinforced
in the editing so that each show will generally have the:

B strong one

B annoying one

B conceited one

B one with the compelling backstory

m struggler.

FIGURE 1.5.2 The contestants of The Bachelor

One of the tricks used to create a character is to edit
together bits of separate conversations to create a new
dialogue. This is usually done to create intrigue or to
reinforce a character trait. One way to spot this is the use
of cutaways or voice-overs. When a player is seen talking,
then a shot is presented of something else before cutting
back to the player, or when the player is talking over
other footage this is often a sign that the audio has been
manipulated.

Learning activities

1 Write a list of reality television shows you have
watched or that you know about.
a What categories would you put them in
(cooking, dating and so on)?

b Name two character/contestant types you would
expect to see for each category.
2 Create the outline for a new reality television show.
You will need to:

* outline the basic idea of the show including what
it is about, what the goals of the contestants are
and some obstacles or challenges they may face

* identify your target audience and why you have
chosen it

* create a profile of the type of characters you
would want to be among the contestants

» work out how you will cast it
 outline the first three episodes.

3 Create a pitch for your show to sell to the television
company.

4 Create promotional material for your show. You
may choose to make a:
* poster or print ad
* short radio promotion

* short video trailer, a ‘coming soon’
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KN Media reality and hyper-reality

The media has great power when it constructs realities because it does not construct

a reality but rather a representation of a reality.

SIMULACRA

Cultural theorists such as Jean Baudrillard and Umberto Eco
theorise that the media has great power when it constructs
realities.

Baudrillard argues that the media does not build a reality
but a representation of a reality, which he calls simulacra
or hyper-reality (see Figure 1.6.1). The audience enters
into what Baudrillard calls a false reality that is made up of
representations so convincing that they have replaced what
was once real. The power of these simulacra of reality lie

in the way audiences relate to them as though they were
an actual reality rather than a representation of a reality.
When audiences see this, combined with the ideas of myth
making in society and its cultural products that Roland
Barthes wrote about, they tend to read the myths and
media representations of reality as reality itself.

This is a very complicated process but it can become
clearer when looking at some examples. Both Baudrillard
and Eco use Disneyland® as one of their examples. They
argue that an attraction like ‘Main Street, USA® is a replica
of an original street that never existed in the first place.
They further argue that the replica (or simulacra) cannot
be a direct copy but one that has been influenced by the
myths and myth building of the society that created it.

In terms of the media constructing reality, Baudrillard

and Eco argue that audiences no longer refer to real,
experienced worlds, but to this copied simulacra of
reality—that is, when people think of the main streetin a
small town in the USA they think of the Disney version.
The audience sees a media-constructed reality overtaking
their experienced reality, so that the media creation has
escaped or moved beyond the confines of media texts
and products.

et o ® 8

FIGURE 1.6.1 In Café Society (2016), Woody Allen created a hyper-realised version of the 1930s—an idealised version that did not exist.
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There are also examples of simulacra in Australia. Victoria's
popular tourist attraction Sovereign Hill is a simulated
representation of what the Victorian goldfields in the late
1800s may have looked like. Visitors walk down the main
street, look in typical shops and houses of the era and even
talk to people in period costume who ‘live’ there. However,
Sovereign Hill, as it looks today, never existed and was not
a Gold Rush town at all. Up until the late 1960s, it was a
deserted gold diggings that had turned back into bush. The
town was created from this bushland and Sovereign Hill
opened as a town in 1970.

Taking this further, and seeing that much of what people
know has been experienced via media constructions,
theorists like Barthes, Baudrillard and Eco ask people to
question how they attain their knowledge and to be careful
when they enter a branded reality. Not everyone agrees
with these and other postmodern theorists, but their work
provides much to think about when looking at media texts
and the role the media plays in society.

Writers such as Barthes, Baudrillard and Eco suggest that
the media and media texts construct a reality and that
maybe that constructed reality has broader implications for

our society.
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FIGURE 1.6.3 Sovereign Hill, Ballarat, is a fictional construction of an
Australian mining town.

Learning activities

1 What other examples of hyper-reality/simulacra
can you think of or have you experienced?

2 Discuss: if media constructions are not reality, then
what is? Can reality be reproduced at all?
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CHAPTER SUMMARY

B Media products are not reality; they are

representations of a constructed reality. This reality
may be a fictional construction or it may refer to
aspects of ‘the real world’, such as a documentary or
the news.

Representations in a media product may be fictional
characters or modelled on actual people, but they
can also be ideas, social groups, events or issues.

Representations rely on codes and conventions,
which are culturally based and differ among cultures.
They are also constantly changing and differ within
the same culture over time.

ASSESSMENT TASKS

1

Produce two full-page magazine advertisements:
one showing women in a traditional role (e.g. as
a housewife or sexual object) and one in a non-
stereotypical representation. The advertisements
can be for any product and magazine you wish.

Before you produce your advertisements, write an
intention explaining what you will portray, why you
have chosen these representations, how you will
communicate them to an audience, and who the
target audience is.

Upon completing the task, evaluate your
advertisements by assessing how well you met your
intended aims and considering what you did well
and where you could improve in the future.

Trace the history of a representation as portrayed in
the Australian media. It could be a representation
of gender, ethnicity, age or any other that you
identify. You will need to research early and recent
examples and chart the progression and changes of
the representation over a period of time. Analyse at
least two representations from your research using
these questions as a focus for each:

* What is represented?

* How is it represented?

* Who made or produced the representation?

* When was the representation made? How does it
fit in with other representations of the time? How
did events of the time shape the representation?
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B When looking at particular constructed

representations, it is important also to look at who
created the representation, where and why it was
created and what the purpose of the representation
was or is.

The reality that is constructed in media texts is

not neutral but contains ideologies and values.
Therefore, the readings of these texts have broader
implications for the society.

* Why is this being represented? Why is it being
represented in this way?

* What is emphasised and what is left out?

* What do you understand by the representation?
Would others have the same understanding?

* What alternative representations have you seen?
What is the difference between them?

Present your work as an illustrated essay, or a
written report with an accompanying slideshow
presentation.

Write a television advertisement aimed at breaking
down stereotypes in modern society. Storyboard
your advertisement shot by shot with annotations
describing the technical codes you will use to create
your representation. If time permits, film your
advertisement or create a mock-up using Microsoft®
PowerPoint®.

You will have to write a statement of what you
intend to do, why, how and what the intention is,
and who the audience is, and then you will need to
evaluate the finished product.

Evaluation involves looking at what you did, how
you did it, whether it achieved what you set out to
do, what you think went well and not so well, and
what you would do differently next time.



2 Media and change

Media technology is developing at an
unfathomable rate and has massive
implications for the way we communicate
and interact with each other. The
emergence of new media technology has
always had far-reaching social, economic,
political and legal implications. It is
accompanied by great promise and also
great fear.

The increasing availability of media
technology means that ordinary
people have the opportunity to create
and distribute their own media texts,
challenging the very notion of the mass
media and upending a paradigm that
has existed since the advent of the
printing press.




PED A brief history of the mass media

To understand the mass media, it’s necessary to understand the history of mass communication.

1453 Johannes Gutenberg (see Figure 2.1.1) develops the moveable
type printing press. The development of the printing press and the
wider availability of education led to increasing levels of literacy
across Europe, sparking the Renaissance and marking the first step
towards an information society.

1556 Notizie Scritte, a monthly publication by the Venetian
government, becomes one of the earliest newspapers to be
published in Europe.

1785 The Times is first published in London. It wasn't until the
eighteenth century that newspapers became more frequent
publications.

1870 The introduction of pulp-based paper leads to the widespread
publication of newspapers, books and so-called ‘penny dreadfuls.

1906 The first (silent) feature film, The Story of the Kelly Gang,
is made in Australia.

1921 Radio station KDKA in Pittsburgh, Pennsylvania, USA, makes
its first national broadcast. Within a decade, the wireless becomes
a household item, redefining the way that people receive news and
entertainment and introducing the concept of broadcasting.

1927 Major film studios work together to introduce sound to
motion pictures, leading to the widespread success of ‘talkies"
The Jazz Singer is the first feature film to have dialogue.

1956 The first television broadcast is made in Australia

(see Figure 2.1.2). Television soon spreads to the entire country.
Popular programs in the early days of Australian television include
Bandstand, Six O’Clock Rock and In Melbourne Tonight.

FIGURE 2.1.2 People watching television, circa 1956
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1975 Steven Spielberg’s Jaws hits theatres, becoming the first film
to take more than US$100 million at the box office and spawning a
new era of blockbuster films.

1975 The MITS Altair 8800, a microcomputer available in kit form
and consisting of little more than a series of flashing LEDs, starts the
personal computer revolution.

1977 Apple® releases the Apple I, one of the earliest personal
computers. Companies start mass-producing video players, sparking
a war between rival formats VHS and Betamax.

1977 George Lucas’s Star Wars hits theatres.

1978 Space Invaders, the arcade game designed by Tomohiro
Nishikado, is released (see Figure 2.1.3).

FIGURE 2.1.3 Space Invaders

1979 Sony® releases the Walkman TPS-L2, which helps the sale of
cassette tapes to eventually eclipse LP records.

1981 MTV is launched in the USA. The first music video broadcast
on the new network is 'Video Killed the Radio Star’ by The Buggles.

1982 Billy Joel's 52nd Street is the first album released on CD.

1983 Nintendo® releases the Nintendo Entertainment System
in Japan.

1984 Apple releases the Macintosh computer (see Figure 2.1.4).

FIGURE 2.1.4 The Macintosh computer




1993 Mosaic, one of the earliest web browsers is released, leading
to increased use of the World Wide Web.

1994 The Sony Playstation® is released in Japan.

1995 Microsoft releases the web browser, Internet Explorer®.
1995 Amazon® opens its virtual doors for business.

1996 Twister is the first Hollywood film released on DVD.

1997 Larry Page and Sergey Brin register google.com as a domain
name for their search engine, previously called BackRub.

1999 The peer-to-peer file sharing system Napster is released.

2001 Napster shuts down its servers, complying with an injunction
to stop distributing copyrighted music.

2001 Microsoft releases the Xbox® in the USA.
2003 Myspace is launched.

2003 Steam, a digital distribution service for videos games,
is launched.

2004 Google™ indexes 6 billion items, including 4.28 billion
webpages.

2004 The term Web 2.0 is widely used to describe the way
websites incorporate greater interactivity, sociability and
user-generated content.

2004 Facebook® is launched.

2004 Blizzard Entertainment® releases World of Warcraft®, which
will become the world’s largest ‘massively multiplayer online
role-playing game’, with more than 11 million subscribers.

2005 YouTube™ is launched.
2005 Microsoft launches the Xbox 360™.

2006 The first Blu-ray™ titles are released, including The Fifth
Element and The Terminator.

2006 Sony launches the PS3 (PlayStation 3™).
2007 Apple launches the iPhone® (see Figure 2.1.5).

FIGURE 2.1.5 The iPhone was the first smartphone to appear on
the market.

2007 Netflix™ ships its billionth DVD and starts an online, video-
streaming service.

2007 Microsoft launches OneDrive™. In the following years, cloud
storage becomes the norm with competitors Dropbox™ and Google
Drive™ entering the market.

2007 Google enters the smartphone market, launching the
Android™.

2007 Amazon launches the Kindle™ e-book reader.

2008 Google indexes 1 trillion URLs.
2008 Google releases the first public version of the Android.
2008 Spotify® launches their online music-streaming service.

2010 James Cameron’s Avatar becomes the first film to earn more
than USS$2 billion.

2010 Apple’s iTunes® store sells 10 billion songs.
2010 Apple releases the iPad®.

2010 WikiLeaks launches the Afghanistan war files.
2010 Social networking app Instagram is launched.
2011 The first version of Snapchat is launched.
2011 Apple introduces the personal assistant, Siri®.

2013 The first documents from National Security Agency
whistleblower Edward Snowden are published in The Guardian,
detailing the extent of the USAs mass surveillance program.

2013 Sony releases the PS4™ and Microsoft announces the Xbox
One, ushering in a new generation of console gaming.

2013 Google launches the Chromecast™ video-streaming device.

2013 Samsung™ releases its first-generation smartwatch, the Samsung
Gear™. Wearable smart devices are becoming more common.

2014 Microsoft and Amazon launch their own personal assistants,
Cortana™ and Alexa™, in competition with Siri.

2014 Sarah Koenig releases the first episode of Serial, a podcast
cited as sparking a podcasting renaissance.

2015 Apple launched its smartwatch, Apple Watch®. By this stage
other companies, such as Fitbit® and Misfit™, are offering a range of
wearable devices compatible with smartphones.

2015 Wikipedia's English language edition reaches 5 million articles.

2015 Australian streaming service Stan®, a collaboration between
Nine Entertainment™ and Fairfax Media, is launched.

2015 The Apple Music® streaming service is launched in
100 countries.

2015 Live streaming app Periscope™ is launched.

2016 Facebook launches Facebook Live®, which allows people to
stream live content directly from their smartphones.

2016 Oculus Rift™, one of the earliest mass market virtual reality
headsets, is launched. Later that year, Sony releases the PlayStation
VR headset in what is touted as the coming of age for virtual reality
(see Figure 2.1.6).

FIGURE 2.1.6 The PlayStation VR headset
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Learning activities

1 The invention of moveable type was a significant step
forward in the development of mass communication.
Who had the power to distribute information to the
masses in the early days of the media?

2 The rise of Web 2.0 has changed the way that people
interact with the mass media. How is this different to

the days when television, radio and print were the most

widely used forms of media?

3 The television is an iconic image of the twentieth

century. Based on what is currently available, which form

of media do you think will become an iconic image of
the twenty-first century? Explain your answer.

Identify the top ten most important mass
communication developments in the timeline and
briefly explain the reasons for your choice.

Brainstorm a list of new media technologies, including
hardware, software or any other form of new
communication technology that you can think of.

Identify five developments or changes that have
occurred in the mass media during the last twelve
months that might have a significant impact on the
way people communicate. Think about important
developments in hardware, software and the way
that traditional forms of media are adapting to or
accommodating these changes.

Don’t touch that dial!

A HISTORY OF MEDIA TECHNOLOGY SCARES,
FROM THE PRINTING PRESS TO FACEBOOK

Respected Swiss scientist Conrad Gessner might have been
the first to raise the alarm about the effects of information
overload. In a landmark book, he described how the
modern world overwhelmed people with data and that this
overabundance was both ‘confusing and harmful’ to the
mind. The media now echo his concerns with reports on
the unprecedented risks of living in an ‘always on’ digital
environment. [t's worth noting that Gessner, for his part,
never once used e-mail and was completely ignorant about
computers. That’s not because he was a technophobe

but because he died in 1565. His warnings referred to the
seemingly unmanageable flood of information unleashed by
the printing press.

Worries about information overload are as old as
information itself, with each generation reimagining the
dangerous impacts of technology on mind and brain.

From a historical perspective, what strikes home is not the
evolution of these social concerns, but their similarity from
one century to the next, to the point where they arrive
anew with little having changed except the label.

These concerns stretch back to the birth of literacy itself.
In parallel with modern concerns about children’s overuse
of technology, Socrates famously warned against writing
because it would ‘create forgetfulness in the learners’
souls, because they will not use their memories’ He also
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advised that children can'’t distinguish fantasy from reality,
so parents should only allow them to hear wholesome
allegories and not ‘improper’ tales, lest their development
go astray. The Socratic warning has been repeated many
times since: The older generation warns against a new
technology and bemoans that society is abandoning the
‘wholesome’ media it grew up with, seemingly unaware that
this same technology was considered to be harmful when
first introduced.

Gessner'’s anxieties over psychological strain arose when he
set about the task of compiling an index of every available
book in the 16th century, eventually published as the
Bibliotheca Universalis. Similar concerns arose in the 18th
century, when newspapers became more common. The
French statesman Malesherbes railed against the fashion
for getting news from the printed page, arguing that it
socially isolated readers and detracted from the spiritually
uplifting group practice of getting news from the pulpit.

A hundred years later, as literacy became essential and
schools were widely introduced, the curmudgeons turned
against education for being unnatural and a risk to mental
health. An 1883 article in the weekly medical journal the
Sanitarian argued that schools ‘exhaust the children’s
brains and nervous systems with complex and multiple
studies, and ruin their bodies by protracted imprisonment’



Meanwhile, excessive study was considered a leading cause
of madness by the medical community.

When radio arrived, we discovered yet another scourge

of the young: The wireless was accused of distracting
children from reading and diminishing performance

in school, both of which were now considered to be
appropriate and wholesome. In 1936, the music magazine
the Gramophone reported that children had ‘developed

the habit of dividing attention between the humdrum
preparation of their school assignments and the compelling
excitement of the loudspeaker’ and described how the radio
programs were disturbing the balance of their excitable
minds. The television caused widespread concern as well:
Media historian Ellen Wartella has noted how ‘opponents
voiced concerns about how television might hurt radio,
conversation, reading, and the patterns of family living and
result in the further vulgarization of American culture’

By the end of the 20th century, personal computers had
entered our homes, the Internet was a global phenomenon,
and almost identical worries were widely broadcast through
chilling headlines: CNN reported that ‘Email “hurts 1Q
more than pot”’ The Telegraph that “Twitter and Facebook
could harm moral values’ and the ‘Facebook and Myspace
generation “cannot form relationships”’ and the Daily Mail
ran a piece on ‘How using Facebook could raise your risk
of cancer’. Not a single shred of evidence underlies these
stories, but they make headlines across the world because
they echo our recurrent fears about new technology.

These fears have also appeared in feature articles for
more serious publications: Nicolas Carr’s influential article
‘Is Google making us stupid? for The Atlantic suggested
the Internet was sapping our attention and stunting our
reasoning; the Times of London article “Warning: brain
overload’ said digital technology is damaging our ability to
empathize; and a piece in the New York Times titled “The
lure of data: is it addictive?’ raised the question of whether
technology could be causing attention deficit disorder. All
of these pieces have one thing in common—they mention
not one study on how digital technology is affecting the
mind and brain. They tell anecdotes about people who
believe they can no longer concentrate, talk to scientists
doing peripherally related work, and that’s it. Imagine if
the situation in Afghanistan were discussed in a similar
way. You could write 4000 words for a major media outlet
without ever mentioning a relevant fact about the war.
Instead, you'd base your thesis on the opinions of your
friends and the guy down the street who works in the kebab

shop. He’s actually from Turkey, but it’s all the same, though,

isn't it?

There is, in fact, a host of research that directly tackles
these issues. To date, studies suggest there is no consistent
evidence that the Internet causes mental problems.

If anything, the data show that people who use social
networking sites actually tend to have better offline social
lives, while those who play computer games are better than
nongamers at absorbing and reacting to information with
no loss of accuracy or increased impulsiveness. In contrast,
the accumulation of many years of evidence suggests that
heavy television viewing does appear to have a negative
effect on our health and our ability to concentrate. We
almost never hear about these sorts of studies anymore
because television is old hat, technology scares need to

be novel, and evidence that something is safe just doesn’t
make the grade in the shock-horror media agenda.

The writer Douglas Adams (see Figure 2.1.7) observed how
technology that existed when we were born seems normal,
anything that is developed before we turn 35 is exciting,
and whatever comes after that is treated with suspicion.
This is not to say all media technologies are harmless, and

FIGURE 2.1.7 UK author Douglas Adams

I've come up with a set of rules that describe our

reactions to technologies:

1 Anything that is in the world when you're born
is normal and ordinary and is just a natural
part of the way the world works.

2 Anything that's invented between when
you're 15 and 35 is new and exciting and
revolutionary and you can probably get a
careerinit.

3 Anything invented after you're 35 is against the
natural order of things.

The Salmon of Doubt, Douglas Adams, 2002
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there is an important debate to be had about how new
developments affect our bodies and minds. But history has
shown that we rarely consider these effects in anything
except the most superficial terms because our suspicions
get the better of us. In retrospect, the debates about
whether schooling dulls the brain or whether newspapers
damage the fabric of society seem peculiar, but our children
will undoubtedly feel the same about the technology scares
we entertain now.

It won't be long until they start the cycle anew.

Vaughan Bell, Slate Magazine, 15 February 2010.
Vaughan Bell is a clinical and neuropsychologist
at the Universidad de Antioquia, Colombia,

and King's College London.

Learning activities

1 Identify five past or present concerns about media
technology mentioned in the ‘Don't touch that
dial!’ article.

2 In your own words, describe the term ‘moral panic’?
Do you believe that people’s moral concerns about
the effect of media technology are justified or over-
exaggerated? Explain your answer.

3 Choose five recent news stories from the
technology sections of national, state or local print
or web-based newspapers and briefly summarise
the technology focus and any issues that arise from
the technology being highlighted in the articles.

4 Create a short video or podcast about the way
media consumption has changed. Identify
someone from your parent’s generation or older
and interview them about their patterns of media
consumption. Use the following questions as a
starting point:

* What types of media did you use for
entertainment when you were growing up?

* How was this technology different to what you
use today?

* How did you obtain news and information when
you were younger?

* How do you obtain news and information now?

* What is your favourite form of new media
technology? Why?

* Is there anything you miss about obsolete forms
of media or technology?

Edit the responses together and share them with
your class.
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ANALYSING MEDIA CHANGE

Assessing the impact of media technology is challenging.
The media has complex and far-reaching implications

for peoples'’ lives. The rate of technological development
means that change often occurs quickly. The implications
of this change quickly become accepted as normal or
natural by-products of media use. Given the dynamic and
disruptive nature of new media, the following framework
is a useful way to consider the impact media technology
has on peoples’ lives while avoiding any superficial moral
panic. The framework asks you to consider new media in
terms of industry, culture, economy, audience, government,
ethics and society. You can remember these factors with
the acronym ‘ICEAGES.

INDUSTRY

Technology drives the way the mass media operates,
produces texts and reaches audiences. In the last two
decades, technology has changed the news media
irrevocably. The rise of the internet has challenged
traditional print publications, gouging circulation and sales
figures. In response, newspapers have moved online and
explored other sources of revenue including pay walls,
online advertising and sponsorship. Traditional newspapers
have also started providing more than just news stories,
often including video and audio content in their stories.
The internet has also fundamentally changed the way
audiences get news and information. When considering
the impact that new technology might have on established
industries, always pay attention to the way it affects media
production and distribution.

CULTURE

New technology invariably redefines art and
entertainment, providing new opportunities for self-
expression. The widespread adoption of DVDs, for
example, allowed audiences to ‘binge watch’ entire seasons
of television at once. Alongside the development of cable
channels in the USA, this technology led to the rise of
long-form storytelling and acclaimed television dramas
like The Sopranos and The Wire. New media technology has
also led to a creative and cultural revolution that has put
the means of production into the hands of audiences. With
little more than a mobile phone and internet connection,
ordinary people now have the ability to create film

that can be distributed to millions. When analysing the
impact of new media forms, always consider how these
new platforms and technologies allow people to create,
consume and share culture.



ECONOMY

The dynamic and disruptive potential of new media
technology is evident in the economic changes that have
occurred in recent years. New media technologies have
presented economic opportunities and challenges for
existing industries. At the turn of the century, the music
industry was faced with the challenge of dealing with
digital downloads. Increasing internet speed and peer-
to-peer file sharing meant that people were able to

easily pirate and share music with each other. While this
proved challenging for the record industry, it provided
unsigned artists with a way to circumvent the industry
and share music directly with fans. While the rise of music
streaming was initially regarded as a threat to the music
industry, profits from streaming services have surged.

At the end of 2016, record company Warner Music
reported a US$3.25 billion profit, their highest in eight
years. Almost a third of the profits came from streaming
services such as Spotify and Apple Music. Always consider
the economic possibilities of new media and the challenges
it might pose to existing businesses.

AUDIENCE

Before the turn of the century, large corporations who
operated in the traditional forms of television, radio and
print dominated the mass media. Audiences were largely
consumers of this material. The rise of the internet and

the falling cost of technology has significantly changed the
relationship between media and audiences. Audiences now
have the potential to create and share their own content,
challenging a paradigm that has existed since the advent
of the printing press. When you are reflecting on the
implications of new media, always consider how it changes
the way audiences consume, create and communicate.

GOVERNMENT

Governments often struggle to keep up with technological
change. New media technology often presents legal and
regulatory problems for governments. In Australia, for
example, the rise of online app stores and video-sharing
sites has challenged the system of traditional media
regulation. The Classification Board has traditionally
provided ratings for all video games. However, the
overwhelming number of video games now available
means that the government has been forced to

explore other options for classifying content, including
international, industry-based age-rating systems. Similarly
the development of new media forms often challenges

regulations that governments might have regarding media
ownership and operation. Digital media also provides new
opportunities for online activism, changing the very nature
of our democracy. When addressing the change occurring
thanks to new media technology, always consider its legal,
regulatory and political implications.

ETHICS

Ethics are the moral principles that guide behaviour.
Because new media changes the way that people interact,
it invariably poses ethical challenges for audiences and
industry. Large corporations, such as Facebook and
Google, encounter ethical issues regarding their operation,
including their responsibility to curb bullying and hate
speech, respect the privacy of users and monitor the
accuracy of news. Audiences themselves face similar ethical
issues, including their treatment of other users, sharing
inappropriate content and the construction of their online
identities. When thinking about new media technology,
always consider the ethical issues that might arise.

SOCIETY

Media technology is integral to the way audiences
communicate and socialise. Social networking platforms
such as Facebook, Twitter, Instagram and Reddit™ provide
opportunities for people to connect with others and form
online communities. The introduction of new hardware
and software will continue to influence the way people
interact with each other. When thinking about a new media
platform or technology, consider how it changes the way
audiences communicate, interact and socialise.

Learning activity
With a partner, select a form of new media or media
technology.

* Use a search engine to find articles about this form
of new media technology that have been published
in the last two years.

* Organise what you learn about the implications of
this form of new media or technology under the
following headings: audience, society, economy,
industry, government, culture and ethics.

* Share your results with the class.
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P21 Copyright and change

The media is a multibillion-dollar industry. It makes sense that laws have developed to
protect the work of creative individuals. Copyright laws, intellectual property, remixing,
mashing up and sharing are areas of significant contention and change.

COPYRIGHT LAWS

The question of how intellectual property can be protected
when copying and sharing files via the internet is a
relatively easy exercise poses a significant challenge for
copyright laws.

In his book Free Culture academic and attorney Lawrence
Lessig argues that copyright laws exist largely to protect
existing industries and do not benefit creativity:

The burden of this law now vastly outweighs

any original benefit—certainly as it affects
noncommercial creativity, and increasingly as

it affects commercial creativity as well ... the
law’'s role is less and less to support creativity,
and more and more to protect certain industries
against competition. Just at the time digital
technology could unleash an extraordinary range
of commercial and noncommercial creativity, the
law burdens this creativity with insanely complex
and vague rules and with the threat of obscenely
severe penalties.

DIGITAL RIGHTS MANAGEMENT

Digital rights management (DRM) is a way to control the
way digital files are used. Most platforms that sell or stream
digital content use DRM to restrict unauthorised copying
of digital works. DRM encrypts files to prevent them

from being duplicated or accessed on other formats. For
example, a song that has been purchased on one platform
may be restricted so that it can only be played on that
platform or associated device.

While companies are keen to use DRM to protect their
intellectual property, this sort of encryption has its share

of critics. Cory Doctorow, digital rights activist and author,
argues that DRM is a threat to security, privacy, public rights
and innovation and has been to the detriment of artists and
freedom of speech. In 2015, Doctorow and the Electronic
Frontiers Foundation joined forces to seek to put an end to
DRM and the legal structures that support it. They argued
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that the success of an information society depends on
digital content being accessible. They explained that DRM
locks information behind electronic barriers and hinders
the development of a rich public domain of information
that can be used by educators, researchers and people
around the world.

THE ARGUMENT IN FAVOUR
OF COPYRIGHT

Established and highly profitable industries have argued

in favour of existing copyright laws to protect the work of
artists and the revenue that flows towards these industries.
At the 2014 Australian International Movie Convention,
actor John Jarratt argued passionately about piracy and its
impact on Australian film:

It's fatal at the moment and it's going to kill the
Australian film industry—there’s no doubt about
that—very, very shortly and within the next few
years. There's a cure to this cancer, and it's simply
buy your entertainment like you have to buy
everything else in this world. You're not supposed
to take things for nothing and steal from people
and take their livelihood.

THE CREATIVE
COMMONS MOVEMENT

The Creative Commons project was developed to

allow people to share and reuse copyright material in

a manner that is legal and consistent with the rules of
copyright. Creative Commons is not an alternative to
existing copyright laws. Rather, it works alongside them.
As a movement, Creative Commons gives people greater
freedom to manage their copyright works. Someone
who releases a song under a Creative Commons licence,
for example, is able to share that song and is granting
permission for other people to reuse the work or adapt
it, provided that attribution is given to the original
copyright holder.



CREATIVE COMMONS WEBSITES

Creative Commons websites are rich sources of

B 1994: Apple launched legal action against Microsoft
for copying the graphical user interface used on their

photographs, video and audio. Sharing your work on Macintosh computers. During the case, Microsoft

social media sites like Facebook, YouTube and Vimeo often
requires having copyright clearance for any third-party
material that you use. Given that getting clearance for
music can often be a difficult and expensive process, it's

a good idea to see what you can find at notable Creative
Commons websites. Most Creative Commons licences

argued that Apple had initially stolen the idea for

a graphical user interface from Xerox™. The judge
ultimately ruled that the desktop metaphor used in a
graphical user interface could not be protected under
copyright law. Three years later the two companies
resolved to end the agreement.

allow you to reuse, remix and share material with little
more than an attribution of the original author.

B Incompetech™ is a website that was established by
composer Kevin McCloud. The site features dozens of
compositions in a range of genres that can be used in
videos or other works.

B Bensound is a site created and maintained by composer
Benjamin Tissot. It features a range of tracks in genres
such as jazz, rock, electronica and folk music.

B Freesound™, an initiative of the Music Technology
Group of Universitat Pompeu Fabra, Barcelona,
is a vast collection of sound effects licensed under

Creative Commons.

FIGURE 2.2.1 Biz Markie was a rapper who was embroiled in a
copyright clash for sampling parts of a well-known song.

B Pexels is a website of stock images that are distributed
via Creative Commons Zero (CCO) licences, which
means that the original creators have no copyright over

their work, allowing you to use it for free. m 2007: Viacom™ launched a US$1 billion legal action

against Google, the owner of YouTube, for violating the

COPYRIGHT AND PATENT CLASHES copyright of programs like South Park and The Daily

The tension between creation and copyright has led to
high-profile legal battles between artists, corporations and
copyright holders:

Show. The case was in court for six years and the judge
ultimately ruled in favour of YouTube because it did not
encourage its users to upload infringing content.

B 2008: The television program Spicks and Specks

® 1991: Rapper Biz Markie sampled a ten-second loop broadcast a segment pointing out the similarities

from the song Alone Again by Gilbert O'Sullivan (see
Figure 2.2.1). The subsequent legal battle incited by
Grand Upright Music who represented O’Sullivan

between the iconic flute riff in Men at Work's ‘Down
Under’ and the children’s song ‘Kookaburra’. Larrikin
Music, who owned the rights to ‘Kookaburra, sued Men

resulted in an out-of-court settlement and the song was at Work for copyright infringement. The presiding judge

removed from the record. This case had an enormous
impact on hip hop artists who had previously borrowed
liberally from other tracks, necessitating that they
receive clearance for all samples.

ruled that copyright had been violated and the band
was forced to pay five per cent of the royalties they had
earned since 2002.

2011: Apple launched legal action against Samsung
for violating patents related to the operation of its
smartphones. The legal battle between the two
companies included fifty cases across nineteen
countries.
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CASE STUDY LR et

Everything is a Remix

Everything is a Remix (2015) is a documentary by

Kirby Ferguson exploring the nature of creativity and
appropriation. It examines the creative process, explaining
how artists have always copied, transformed and combined
elements of past works to create new and original ones.

In the documentary, Ferguson cites Star Wars as an
example of a work that remixes and reinterprets elements
from other films. During its production, director George
Lucas was influenced by countless films including Flash
Gordon (1980), Triumph of the Will (1935) and The Dam
Busters (1955). The droid C3PO was directly influenced
by a robot from Fritz Lang’s Metropolis (1927). The scene
in which Luke Skywalker (Mark Hamill) returns home to
discover that his aunt and uncle have been murdered by
Imperial troops directly references a similar scene in John
Ford’s The Searchers (1956) when Ethan Edwards (John
Wayne) returns to discover his brother’s family have been
killed and the farm is in flames.

Culture, according to Ferguson, is similar to biological
evolution. Instead of the copy, transformation and
combination of genes, however, culture involves the
reproduction and recombination of ideas, behaviours or
skills. “The interdependence of our creativity has been
obscured by powerful cultural ideas, but technology

is now exposing this connectedness,” he says. ‘We're
struggling legally, ethically and artistically to deal with
these implications.’

We operate in a legal system that doesn’t acknowledge
the derivative nature of creativity. There is considerable
tension between intellectual property, copyright laws and
remix culture. Ferguson points out that, for much of history,
ideas have been free. Copyright was initially developed to
ensure that creators saw a return on the development of
their work, which would subsequently revert to the public
domain. More recent laws and trade agreements are
based on the notion that ideas are property and should be
protected. So-called ‘sample trolls’ and ‘patent trolls’ are
organisations that aggressively take legal action for even
minor infringements of copyright laws.

Learning activities

1 Watch the documentary Everything is a Remix.

2 Asyou are watching it, take notes on remix culture
and copyright. Combine your notes using a
collaborative document or wiki.

3 Use these notes to record a short video blog on the
topic ‘Remixing is an essential part of creation’.

THE BASIC ELEMENTS
O RECCREATIVITY

oo o 0@

COMBINE

COPY TRANSFORM

FIGURE 2.2.2 The basic elements of creativity. In his documentary Everything is a Remix (2015), Kirby Ferguson argues that all
creative endeavour involves a process of copying, transforming and combining different codes and conventions.
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PXJ Social networking

Since the turn of the century, social networking has become an integral part
of the way people communicate and share information.

A BRIEF HISTORY OF
SOCIAL NETWORKING

The development of social networking websites such as

SOCIAL NETWORKING AND PRIVACY

With the increased use of social networking websites, never
has the way people communicate been so public. In giving
people the power to publish and share content, issues
surrounding privacy have surfaced, with users expressing
concerns that their private details are being exposed or
shared among undesired networks. The other side of the
privacy argument is that the internet is, by its very nature,

a public forum and users of social networking websites
should only publish information that they are comfortable
sharing with a potentially wide and diverse audience.

Facebook and Instagram has altered the way that people
communicate and interact with each other. However,
even before social networking websites became popular,
the internet was used for social interaction, with people
chatting online and swapping ideas and information.

In 2002, social networking started to reach a critical mass.
The rise of Web 2.0 meant that more and more people
were delving into the online world. Friendster™ was one
of the first social networking websites to offer

the functionality that users have come to expect Photos and Videos

from sites like Facebook, allowing people to @ Real Name oo ey

publish content, add friends and send messages of teens have of teens have
- ' & Interests | 84%| a photo of posted their

to each other. Within several months, Friendster themselves email address

= Birthday
14 City or Town 24%

have posted

had attracted over 3 million users—the potential

of this new medium was obvious. 20%

# School videos of have their cell

The launch of Myspace in 2003 brought social
networking into the mainstream as users

themselves phone number

Relationship 3
o Status
signed up to interact with their friends and

their favourite musicians. By November 2005, (o1 s i st el

26% of teen social media users say they post fake information on their

Myspace boasted 26.7 million users and Rupert profile to protect their privacy:

Murdoch’s News Corporation purchased it for
US$580 million. By the end of 2008, Facebook
had eclipsed Myspace as the largest social
networking website on the internet with 200 million
unique users. By 2016, this figure had reached 1.79 billion.

FIGURE 2.3.1 What teens share on social media in the USA.
Source: Pew Resource Centre

Given the dominance of Facebook, rival social networking Learning activity

services have attempted to provide different experiences
for users. Instagram became popular thanks to its exclusive
focus on images and videos. Snapchat’s temporary images
and stories gave users a different experience. Twitter

has continued to endure with its focus on 140-character
microblogging.

Regardless of platform, social networking has transformed
the way that we communicate with friends, family,
celebrities and elected officials.

Find the terms and conditions for two popular social
networking sites, such as Facebook and Instagram. In
your own words, describe what they say about:

the intellectual property of material that
you post

e your responsibilities when using the social network

e who your information will be shared with.
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THE IMPACT OF
SOCIAL NETWORKING

Social networking allows its users an unprecedented
ability to connect with friends and family. The benefits

of social networking for teenagers are well documented.
In a 2011 literature review titled ‘The benefits of social
networking’, researchers from the Inspire Foundation,
Murdoch University and the University of Western Sydney
documented the positive impact that social media can
have on the lives of teenagers.

B Media literacy: The use of social media results in
higher levels of media literacy, which involves not
only technical skills but also a critical understanding
about information and its credibility. Interaction with
social media is more likely to develop in its users an
understanding of how to create and share content,
including images and video.

B Informal knowledge and skills: While schools and
universities are leveraging social media to engage
learners, the use of social media also promotes the
independent development of knowledge and skills.
While using social media, teenagers often engage in
collaboration and self-directed learning using a variety
of platforms and services—everything from Wikipedia®
to YouTube.

B Creativity: Social media also encourages creativity
as users become involved in blogging, photography,
animation, video production and podcasting.

m Connecting with peers: Prominent social media
researcher and academic Dana Boyd has written
extensively about how social media allows teenagers to
connect with their peers. In ‘Why youth (heart) social
network sites’ she explains how teens use social media
to 'hang out’ with friends, develop a sense of identity,
learn social cues and negotiate public life.

B Strengthening friendships: Considerable research has
also found that social media allows teens to form
stronger friendships. In the real world there are often
barriers to hanging out with friends, which might include
access to transport or the availability of safe spaces to
gather. Social media overcomes these barriers and gives
teenagers the opportunity to socialise any time they
want to.
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B Creating new friendships: According to the report,
social media allows teens to form friendships based on
mutual interests or values. These types of friendships are
particularly valued by teenagers who suffer from illness
or disability who may find it difficult to form friendships
offline.

B Community: Social media allows people not only to
strengthen real-world communities but also to form
new groups based on shared interests. People might, for
example, form online communities based on a shared
love of popular culture, such as films or television.

B Political engagement: Social media provides
opportunities for teenagers to become aware of
social and political issues and also become involved
in lobbying governments and corporations to achieve
change.

B Wellbeing: The report argues that research into social
media indicates that the combined effect of its impact
on media literacy, learning, creativity, connectivity,
friendship, community and political engagement has a
positive influence on teenagers’ overall wellbeing.

Critics of social networking have suggested that this
technology might actually result in social isolation. A 2013
study at the University of Michigan titled ‘Facebook use
predicts declines in subjective well-being in young adults’
found that increased use of social networking results in a
reduced sense of wellbeing.

SELFIES, REPRESENTATION
AND IDENTITY

The rise of social network resulted in selfies becoming

a normalised ways of people representing themselves.

The construction of a selfie reflects a great deal about
your personality and how you want to be perceived.
Some theorists suggest that these representations are
empowering, others argue that they simply perpetuate the
stereotypes found in mainstream media.

In 2014, TIME published an article by Jessica Bennett titled
‘Our bodies, our selfies: the feminist photo revolution’.

In the article, Bennett argues that young women are
empowered by social media to redefine what is beautiful
and resist traditional representations of gender and body
image. In contrast, Erin Gloria Ryan at Jezebel argues that
selfies merely perpetuate the idea that appearance is what
matters most about women. She argues that most selfies
don't celebrate achievement, empowerment or success,
usually focusing exclusively on the face.



FIGURE 2.3.2 According to the Salon article ‘This is your brain
on selfies’, the average millennial will take about 25,000 selfies in
their lifetime.

Although selfies provide the promise of empowerment,
these representations are still subject to the pull of
mainstream media images. In a 2015 study titled ‘How
gender-stereotypical are selfies? A content analysis and
comparison with magazine adverts’, Nicola Déring, Anne
Reif and Sandra Poeschl studied a random sample of 500
selfies uploaded to Instagram by both men and women.
The photographs were analysed using a set of gender
display categories developed by Erving Goffman. Goffman
argued that women in advertisements are often described
as passive, powerless and submissive through their
posture and body language. The study found that selfies
of both men and women not only reflected stereotypical
representation of gender but were more prevalent in selfies
than in traditional advertising.

AUDIENCE AS PRODUCT

Social networking is big business. By 2016, Facebook was
worth US$350 billion, Instagram was worth US$35 billion
and Twitter weighed in at US$23 billion. Given that these
companies provide their products for free, users often
don't think about how these tech behemoths make money.
Like broadcast television and newspapers before them,

the audience is the product, which is sold to advertisers. In
the case of social networking, however, these companies
have a very detailed picture of users thanks to the flood of
information that they provide every day.

Social networking sites know your name, gender, location,
likes, dislikes, friends, family and political beliefs and can
build up a detailed understanding of your personality by

analysing what you post, like and share. This information is
then used to provide companies with targeted advertising.

In 2013, media theorist and author Douglas Rushkoff
announced that he was leaving Facebook. In an article
titled "Why I'm leaving Facebook’ he wrote:

Facebook does not exist to help us make friends,
but to turn our network of connections, brand
preferences, and activities over time—our ‘social
graphs’'—into a commodity for others to exploit.
We Facebook users have been building a treasure
lode of big data that government and corporate
researchers have been mining to predict and
influence what we buy and whom we vote for. We
have been handing over to them vast quantities of
information about ourselves and our friends, loved
ones and acquaintances. With this information,
Facebook and the ‘big data’ research firms
purchasing their data predict still more things
about us—from our future product purchases

or sexual orientation to our likelihood for civil
disobedience or even terrorism.

The information you give social networks feeds into
algorithms that curate your social media experience,
ensuring you will return and continue using the service.

ONLINE HARASSMENT

As social media has spread, there have been a number of
high-profile online harassment cases. Gamergate was an
online hate movement targeting prominent female game
developers and journalists, notably Zoé Quinn, Brianna
Wu and Anita Sarkeesian. Following Kotaku’s allegedly
biased reviews of her game Depression Quest, Zoé Quinn
received ongoing harassment via social media including a
death threat and rape threats. The Gamergate hashtag and
hatred spread under the pretence of addressing political
correctness and integrity in gaming journalism. Game
developer Brianna Wu also became a target of online
harassment after she weighed into the debate surrounding
the issue. Anita Sarkeesian—who examines the problematic
representation of women in popular culture through her
YouTube series Tropes vs Women—also became a target

of this campaign of online harassment. Social media sites
have been slow to address these issues of harassment. It
wasn't until 2016 that Twitter allowed users to mute posts
based on hashtags, emojis and keywords.
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GENERATION LIKE

Generation Like (2014), a documentary produced by
Douglas Rushkoff and the Public Broadcasting Service
(PBS®), explores the corporations and economic structures
that underpin social networking. Rushkoff produced a
documentary called Merchants of Cool (2001), which
explains how large corporations like MTV were profiting
from teenage culture, exploiting kids’ desire to be cool.
Social media has changed this dynamic and teenagers now
control much of this discourse. Rushkoff argued that likes,
shares and retweets are the social currency of ‘Generation
Like' What people like and share online becomes part of
their social identity.

The documentary points out that young people have
always wanted attention and validation and internet fame
has become a way to attain social currency. It also looks at
how social marketing firms use social media to orchestrate
publicity campaigns where the audience advertises content
for them.

In the documentary, Jane Buckingham, president of trend-
forecasting company Trendera™, points out that consumers
are now taking on the role of marketers by promoting
products to each other. The documentary argues that, for
Generation Like, abandoning your core values or ethos in
return for corporate sponsorship isn't a concern. Receiving
sponsorship from a corporation is seen as an endorsement
or indication that you have achieved success.

Kids take the very marketing techniques that have
been used on them and use them on one another,
all in pursuit of the same prize. It's the paradox

of Generation Like. These kids are empowered to
express themselves as never before but with tools
that are embedded with values of their own.

Learning activities

1 Watch the documentary Generation Like.

2 Describe three ways that teenagers may use social
networking to their advantage.

3 Describe three ways that teenagers might be
exploited by large businesses in the course of their
social networking activities.
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SOCIAL MEDIA ACTIVISM

Social media represents considerable promise when it
comes to achieving social change. The accessibility and
immediacy of communication means that it is easier than
ever to spread information about social issues and mobilise
support for important causes.

Critics have argued that blogs and social networking
websites might not be the best way to mobilise support for
important social and political causes. Traditional forms of
activism, such as writing to elected officials or conducting
demonstrations, are usually more effective than simply
joining groups on social networking websites or posting on
a blog. While this may indicate support for a cause, it is not
necessarily the most effective way to achieve social change.
For this reason, activism through social media has been
dubbed ‘slacktivism"

Athina Karatzogianni, a lecturer at the University of
Leicester, is more optimistic about the impact of social
media on activism:

Digital activism has transformed political protest
in the last two decades. Smartphones and the
internet have changed the way political events,
protests and movements are organised, helping to
mobilise thousands of new supporters to a diverse
range of causes. With such activity becoming

an everyday occurrence, new forms of digital
activism are now emerging. These often bypass
the existing world of politics, social movements
and campaigning. Instead, they take advantage of
new technologies to provide an alternative way of
organising society and the economy.

A SHORT HISTORY OF SOCIAL
MEDIA ACTIVISM

B Arab Spring: In 2009, members of the Iranian democratic
movement embraced Twitter as a platform to share
information and communicate with the outside world.
Thousands of users across the globe gave their avatars a
green overlay to signify their support for the democratic
movement.

m SOPA: In 2012, the Stop Online Piracy Act (SOPA) was
due to be introduced to the United States Congress.
The proposed laws were perceived to threaten freedom
of speech and freedom of expression on the internet.
Prominent websites including Wikipedia, Reddit and
Google went dark for twenty-four hours to protest the



legislation. Millions of people contacted their local
representatives and the United States Congress to
express their opposition to the bill. A petition ran by
Google attracted 4.5 million signatures. The bill was
subsequently abandoned.

m Kony 2012: Kony 2012 (see Figure 2.3.3) is an online
video created by a group of activists aiming to have
Ugandan war criminal Joseph Kony arrested. Kony
is the leader of a guerrilla organisation called the
Lord’s Resistance Army, which is responsible for
crimes including rape, murder, kidnapping and the
forced recruitment of child soldiers. The video was a
phenomenal viral success. In less than a week, it was
viewed more than twenty-five million times, throwing
the international spotlight on Joseph Kony.

FIGURE 2.3.4 US citizens protesting in support of the Black Lives

FURAT;
£ 55 ‘; Matter campaign

m Black Lives Matter: In 2013, the hashtag
‘blacklivesmatter’ started on Twitter in response to the
acquittal of George Zimmerman who shot and killed
unarmed African-American teenager Trayvon Martin
after an altercation in a gated community (see Figure
2.3.4).In 2014, the hashtag drew considerable attention
to the fatal shooting of young African-American man
Michael Brown by a white police officer in Ferguson,
Missouri. Its use across social networks fuelled the
protests that ensued.

Learning activities

1 Have you ever used social networking websites to
spread or support a social or political message?

2 How effective do you think social networking
websites are as agents of social and political
change?

FIGURE 2.3.3 Young people pasting up a billboard of the
Kony 2012 campaign
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PX1 Data and change

The rise of the internet means that vast collections of data are now held by governments,
corporations and other organisations. The existence of this data has challenged privacy,
questioned the ethical responsibilities of corporations, undermined the authority of governments
and provided another avenue of social change with the advent of ‘hacktivism’.

DATA MINING

The data held by corporations and governments includes
massive amounts of information about users, such as their
names, addresses, friends, family, browsing histories and
spending habits.

Many governments and city councils around the world
are making the vast amounts of data that they collect
and store available to the public via the internet. The
purpose of making this data available is twofold. First, it
aims to increase the transparency and accountability of
government bodies. Second, it gives ordinary people
the opportunity to use this information in new and
creative ways.

In 2013, the Australian Government launched the website
data.gov.au. The site aims to provide Australians with
access to public databases that can be used to develop
tools that will improve the lives of its citizens. It provides
access to over 23000 databases that include datasets on

a range of topics, such as airport traffic data, recycling
collection, energy ratings, electoral boundaries and the
location of public toilets. The hope is that access to this
information will empower people to create their own sites
and apps that make use of this data in creative ways to the
benefit of others.

MASS SURVEILLANCE

The internet, social media and mobile devices have created
new opportunities for governments to monitor their
citizens. Countries like the USA and the United Kingdom
are using these technologies to monitor their citizens in

an attempt to prevent terrorism and other crimes. Their
governments store and monitor all communications,
including text messages, emails and telephone calls.

In 2013, by Edward Snowden (see Figure 2.4.1), a former
employee of both the Central Intelligence Agency (CIA)
and National Security Agency (NSA), leaked thousands of
classified documents to the media revealing the extent of
the US Government’s global surveillance programs.
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The documents showed
that the NSA harvests and
stores massive amounts of
information from around
the world, including emails,
videos, photos, and social
networking information.
According to Glen
Greenwald, a journalist with
The Guardian newspaper
who helped to break

FIGURE 2.4.1 Whistleblower
Edward Snowden revealed the
extent of the US Government’s
mass surveillance program.

the story, even low-level
analysts and contractors
within the NSA can access
this information without a search warrant.

The NSA can collect information not only about suspects
but also anyone considered to be ‘three hops' from their
target. Given that the average Facebook user has 190
friends, this means the NSA can keep under surveillance
the 5 million people in their extended network.

According to Snowden, even encrypted data is not safe.
The NSA has cracked much of the encryption people

use on a day-to-day basis and it is permitted to store all
enciphered communication until it can be cracked, even if
a person has not committed a crime.

The NSA has also developed the technology to record
every single telephone call in a foreign country and store
that information for thirty days. Although the program,
codenamed MYSTIC, was initially used to monitor a
single country, there are reports that the government is
expanding its reach.

Advocates of mass surveillance point out the need to
monitor and stop potential terrorist activities. Civil
libertarians argue that this sort of surveillance, which
occurs despite any proof of guilt, is a violation of privacy.
They argue that politicians, law enforcement, government
employees or even hackers could abuse this information.



CITIZENFOUR

Citizenfour (2014) is an Academy Award-winning
documentary by Laura Poitras. The documentary is based
around an exclusive interview with Edward Snowden
prior to the release of his evidence about the NSA's mass
surveillance program. Snowden invited Poitras and The
Guardian journalist Glenn Greenwald to a hotel room in
Hong Kong as the story was released to the press. The
interview with Snowden was conducted as the story
broke across the world. Before his passport was cancelled,
Snowden fled to Moscow and was ultimately granted
asylum in Russia. In the documentary, Snowden claimed
that the surveillance program run by the NSA was one

of the biggest weapons of oppression in the history of
humankind.

Learning activities

1 Watch the documentary Citizenfour.

2 Make a list of the surveillance techniques used by
governments to monitor their citizens.

3 With a partner, describe the advantages and
disadvantages of this form of mass surveillance.

WIKILEAKS

WikiLeaks is a non-profit website that publishes leaked
documents from governments and corporations from
whistleblowers within these organisations. The website
features a searchable database of these documents that
includes diplomatic communications, political emails
and military documents. The site has been involved in a
number of high-profile leaks, notably those of US soldier,
Chelsea Manning, who leaked almost 500000 documents
related to the Irag and Afghanistan wars. In 2010, the
website released classified footage from the Iraq War in
which a US Apache helicopter opens fire on two Reuters
journalists whose cameras were mistakenly identified

as guns.

WikiLeaks has been both praised and condemned for

the publication of these documents. Those who praised

it maintained that the site has increased government
accountability and shed light on illegal and dubious activity.
Those who condemned it argued that the American public
and American military personnel were placed at risk.

The media landscape is changing, allowing whistleblowers
to release massive amounts of information directly and
anonymously to the public. WikiLeaks has worked with

FIGURE 2.4.2 A masked hacker, part of the Anonymous group, hacks
the French presidential Elysée Palace website on 20 January 2012.

traditional print publications, including The Guardian and
The New York Times, to analyse, curate and coordinate

the release of secret documents. According to the

site’s cofounder Daniel Domscheit-Berg, WikiLeaks has
published more confidential information since its inception
than The Washington Post has in the last thirty years. New
technology—including state-of-the-art encryption, peer-
to-peer file sharing, restricted mailing lists, memory sticks,
VPN tunnels and the internet itself—is at the heart of these
changes, making it possible for whistleblowers, WikiLeaks
and newspapers to release this information.

HACKTIVISM

Online communities of hackers have started to disrupt
mainstream media, governments and corporations by
compromising servers and hacking data. Anonymous’ is
the most notable network of hackers. A loose collective
without central leadership or direction, the group has
instigated a number of high-profile hacks on organisations
such as The Church of Scientology, Westboro Baptist
Church and Sony. An offshoot of Anonymous, Ghost
Patrol, has started targeting ISIS websites and online
accounts. Anonymous frequently posts videos online

in which members wear Guy Fawkes masks from the film
V for Vendetta (2005). Anonymous frequently uses ‘denial
of service attacks’ in which websites are temporarily taken
down by large amounts of traffic. These tactics mirror
traditional campaigns of civil disobedience to bring public
attention to causes the organisation sees as important.
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P23 Creativity and change

New media technology has opened up enormous potential for creativity and creation. Creating
media products, such as films or video games, was traditionally only possible if you had access
to equipment that was expensive and difficult to use. Over the last decade, there has been a
significant shift in the production of mass media since the invention of moveable type.

THE CREATIVE REVOLUTION

For several hundred years, the ability to publish and
broadcast has largely been in the hands of the wealthy.
Now, with little more than a smartphone and internet
connection, you can share your work with millions of
people. While many regard the democratisation of media
as a cultural revolution, some worry about its impact on the
very nature of creativity and art.

This creative revolution was sparked by the development
of Web 2.0. Web 2.0 is a phrase invented by writer Tim
O'Reilly that describes the way the internet has evolved

to incorporate greater interactivity, socialisation and
user-generated content. In the early days of the internet,
websites were typically static and lacked interactivity.

The arrival of blogs, wikis and sites such as YouTube and
Facebook gave ordinary people the freedom to create and
distribute their own media texts.

Media theorist Henry Jenkins has dubbed this ‘participatory
culture’ According to Jenkins, participatory culture is an
environment in which there are few barriers to artistic
expression and the creation of content. People work
together in a collaborative and supportive environment
where they share knowledge and skills and value the
contributions of others.

Technology, according to Jenkins, is simply a tool. While
it makes certain creative endeavours possible, these will
only become widespread if the culture supports it. He
argues that many young people are already involved in
participatory culture through their affiliation with online
communities, the creation of new media products and
collaborations via new media.

Learning activities

1 Make a list of the technology that you have access
to and can draw upon to create your own media.

2 Describe the different types of media that you
create and share.
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THE RISE OF YOUTUBE

While traditional media organisations have struggled to
make sense of the new digital landscape, ordinary people
have been quick to adopt new technologies to create,
collaborate, publish, share and monetise their work.
YouTube provides an outlet for lesser known filmmakers,
musicians and comedians who want to share their work
with a large audience.

In 2006, the Sydney-based band Sick Puppies received
global attention when the video clip for their song ‘All the
Same’ became a viral hit on YouTube. The clip featured
footage of the lead singer’s friend Juan Mann offering free
hugs to strangers in a busy Sydney shopping strip. The
video was featured on Good Morning America and has
received over 65 million views on YouTube.

Through its affiliate program, YouTube has allowed creators
to monetise their videos and profit from views. This has
been very profitable for some independent filmmakers
and artists. Natalie Tran, who publishes videos under the
name communitychannel, is one of the most prominent
Australian vloggers on YouTube. She produces short,
humorous videos about her day-to-day life, often playing
multiple characters. By 2017, her videos had received over
500 million views. Jenna Marbles is an American vlogger.
Her vlogs are comedic and are about being a millennial
woman. By 2017 she had amassed over 17.5 million
subscribers and 2.45 billion views.

SHORT VIDEO GENRES

The development of online video-sharing sites like
YouTube and Facebook has seen the development of a
whole range of new, short-form video genres that carry
their own conventions.

m vlogs: A ‘vlog' or ‘video blog’ is traditionally an
unscripted, direct-to-camera confessional in which
someone talks about their life, an issue or idea that is
important to them. Given that they are unscripted, viogs
usually make liberal use of jump cuts without making
any attempt to cover up these abrupt transitions.



| sketches: Given the typical length of YouTube videos, CROWDFUNDING
it has become an ideal platform for sharing sketch

comedy. Channels like College Humor, Annoying Orange
and Charlieissocoollike demonstrate the popularity of
this content.

Crowdfunding websites such as Kickstarter, Indigogo®,
Pozible and Patreon™ have allowed individuals to raise
money for their creative projects, such as books, albums,
artwork or even inventions. Some prominent crowdfunding

| fail videos: YouTube quickly became a place where success stories include:

people could upload short, humorous videos captured ) )
m Veronica Mars (see Figure

2.5.1): Rob Thomas, the
showrunner of the television

on smartphones. Similar to the success of sketch

SHE THOUGHT SHE WAS OUT

comedy on YouTube, these short videos are often

compiled into ‘fail' compilations. )
program Veronica Mars,
B how-to videos: In 2015, Google revealed that searches

for how-to videos on YouTube had increased by seventy

took his idea for a cinematic

spinoff to Kickstarter. It took

per cent. Given its visual nature and tendency towards less than 11 hours to raise the

brief, concise content, the platform has proven effective US$2 million dollars needed

at delivering everything from home improvement videos to make the film, which was

to software tutorials. subsequently released both

B product reviews: YouTube has also become a popular in cinemas and via video-on-
source of product reviews. There are channels dedicated demand services.
to reviewing all sorts of products from tech gear m Exploding Kittens: An amusing

to knitting patterns. According to a 2014 report by card game developed by FIGURE 2.5.1 Movie poster

Pixability, YouTube is where people go before purchasing Elan Lee and The Oatmeal’s for Veronica Mars (2014)

consumer electronics. At that time, consumer electronic Matthew Inman raised over

reviews had amassed 18.9 billion views. US$8 million and was backed by over 200000 people.

B unboxing videos: Unboxing videos have proven The fundraising campaign became one of the largest in
extremely popular on video-sharing sites. These videos Kickstarter’s history.
typically involve people unboxing new products, such m TableTop: TableTop is a web series developed by Wil

as smartphones, while exploring their features and
discussing the product.

Wheaton and Felicia Day. The series focuses on a
different tabletop board game every episode, following

One of the key similarities between all of these genres a group of celebrities as they explain the rules and play
and styles is that they frequently conclude with a request the game. The team behind the web series turned to
that viewers like and share the video and subscribe to the crowdfunding website Indigogo to fund the third season,
channel. Creators will often respond to and incorporate raising almost US$1.5 million to create a series of twenty
user feedback into the videos. episodes and a new series focusing on role-playing
Facebook, Twitter, Instagram and other social networking games.

platforms have enabled creatives and artists to In 2013, Patreon ushered in a new model of crowdfunding.
communicate directly with their followers and build their Rather than focusing on raising funds for a particular

fan base. project, Patreon focused on allowing creative people to

develop a sustainable income from their content. People
who fund an artist through Patreon agree to pay a small

Learning activity fee on a monthly basis or every time the artist releases
”””””””””””””””””””””””””””””””””””””””””””””””””””” a new piece of work. The site has become popular with
Create a two-minute video about a form of new media musicians, podcasters, video essayists and comic artists
technology using one of the following formats: viog, with established fan bases.

sketch, how-to video or product review.
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PXJ The rise of digital filmmaking

The development of digital filmmaking and the declining cost of equipment has significantly
changed the filmmaking industry and opened up new opportunities for independent filmmakers.

CELLULOID VERSUS DIGITAL

Hollywood filmmakers are divided over the quality of
digital film. While filmmakers like George Lucas (Star Wars:
Revenge of the Sith 2005) and Robert Rodriguez (Sin City
2005, Planet Terror 2007) are excited about the prospect,
traditionalists like Christopher Nolan (Batman Begins 2005,
Interstellar 2014) maintain that celluloid film is superior

in quality.

Side by Side (2012) is a documentary by Chris
Kenneally examining the development of digital
filmmaking and the future of celluloid. In the
documentary, Christopher Nolan explains that he
is constantly asked to justify why he continues
using film. His cinematographer, Wally Pfister,
comments that he is unlikely to trade his oil paints
for a packet of crayons. Director Robert Rodriguez,
who made Sin City and Planet Terror, argues that
the quality of digital technology will only increase
and that filmmakers need to guide the direction of
this new technology.

It is difficult to deny that digital film has changed the
filmmaking industry. Digital technology continues to
change the way that films are shot. Traditionally, filmmakers
would only be able to view the footage after the film

had been developed. David Fincher (Zodiac 2007, Gone
Girl 2014) argues that the ability to watch footage as it

is being shot is advantageous. Some cinematographers
argue that this ability has taken away some of the mystery
and authority of their role on set. Many filmmakers and
cinematographers have also been critical of the resolution
and quality of digital film.

The rise of digital flmmaking has also changed the way
films are edited. Although digital editing is now an industry
standard, there are still those who think it has affected the
way that editors think about their work. The very nature of
digital editing means that anything is possible and editors
don't necessarily take the time to ponder every cut.
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FIGURE 2.6.1 Videographers use a Red Camera in New York.

The development of digital filmmaking means that
filmmaking has become more affordable and led to a
more efficient workflow. The development of smaller
digital cameras gives filmmakers greater freedom and
flexibility because they aren't limited by the size of the
camera or changing film reels. This allows directors to go
for longer periods without stopping. When George Lucas
made the Star Wars prequels, he wanted to save money by
making the entire process digital. Star Wars: Attack of the
Clones (2002) was shot entirely on an experimental, high-
definition digital camera. Robert Rodriguez was another
early adopter who saw the benefit of shooting digitally.
Recognising the advantages of the digital format also
meant that he was able to create an authentic, big screen
adaptation of Frank Miller’s comic book Sin City.

Learning activities

1 Watch the documentary Side by Side.

2 Asyou are watching, make a list of the arguments
made about both formats. Share your observations
with the class.

3 Create an infographic describing the pros and cons
of both traditional celluloid film and digital film.



The changing face of news

and publishing

New media technology is redefining the news industry, destabilising the traditional role that
newspapers have played in providing news and opening up a range of new possibilities.
News continues to be an important part of the democratic process. Both new and traditional
outlets play an important role in providing citizens with information about important social,

economic and political issues.

THE DECLINE OF NEWSPAPERS

Since the turn of the century, newspapers have seen a
significant decline in circulation and profit, leading some
to question how quality journalism will survive in the
digital age.

According to a 2016 report conducted by industry research
firm IBISWorld, the $4 billion Australian newspaper
industry had declined by over 8 per cent in the previous
five years.

A key reason for the decline in newspaper profits is

sites like eBay®, Craigslist™ and Gumtree™, which have
compromised the newspaper industry’s traditional
reliance on classified advertising. At the same time, many
people have turned to digital publications for news. While
traditional newspapers have moved online, their owners
are still struggling to monetise their online presence.
Online advertising is far less profitable than it was in print
publications. Some newspapers, like The Wall Street Journal
and The Australian, have instituted pay walls. The Guardian
has continued to provide content for free but encourages
its readers to become ‘supporters’ for $100 a year.

THE RISE OF CITIZEN JOURNALISM

Social media has redefined the nature of news, allowing
both experienced journalists and everyday people to report
on events as they happen. The 2013 terrorist bombing of
the Boston Marathon was a defining moment for citizen
journalism. Social media, particularly sites like Twitter and
Reddit, were flooded with information about the event,
including eyewitness accounts, photographs and videos.
Although this event demonstrated the potential of citizen
journalism, it also highlighted how false and misleading
information can spread quickly in such situations. Minutes
after the bombing, a user on Reddit noted the similarities
between the second suspect in the bombing and missing
man Sunil Tripathi whose family had started a Facebook

page to find him. The story spread from Reddit to
Twitter. A month later, his body was discovered after an
apparent suicide. Similarly, the New York Post published
a photograph of a 17-year-old boy and his coach who
had been identified as potential suspects on Reddit and
the online bulletin board, 4chan™. Events like these
demonstrate both the potential of citizen journalism and
also the importance of quality journalism.

In London, after the 2005 bombing on three
underground trains and a bus, several hundred
photos and around 30 video clips were sent to the
BBC. Later, about 70 of these images and five of
the clips were used on the BBC website.

INVESTIGATIVE REPORTING

Investigative journalism has always been an important
function of traditional news organisations. These journalists
take the time and effort to explore important issues

such as government corruption and corporate greed by
undertaking investigations that might span years. Because it
is time consuming and expensive, investigative journalism
is threatened by declining newspaper revenue.

DIGITAL DISRUPTION

In 2015, the ABC’s Foreign Correspondent produced an
episode called ‘Digital Disruption’, which explores the
effects that new media technology has on news. Journalist
Peter Greste discusses the immense pressure that new
technology puts journalists under as they are forced

to compete with the immediacy of social media while
simultaneously being required to consider the story, check
facts, confirm sources and ask further questions. He also
claims that the imperative to sensationalise news for ‘click-
throughs’ has led to a decline in the quality of reporting.
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of a documentary feel.

FIGURE 2.7.1 ABC journalist Sophie McNeil suggests that advances in filmmaking technology have given her news stories more

> o SNy

Advances in technology means that foreign correspondents
often take responsibility for every aspect of production,
including interviews, shooting, lighting, sound and editing.
Journalist, Sophie McNeil explains that this has given her
reporting a more documentary feel. ‘Cynical people will tell
you that we are only doing it this way because of budget
reasons, and it is true that the ABC received large budget
cuts and we had to look at how to do things differently,
she said. ‘But I've been a video journalist for over ten years
now and | really like the style of storytelling. | like the way
you get close to people, you hang out with people, you

get a behind-the-scenes feel, a more documentary style
than you would get with a regular crew. The speed of new
technology means that stories can be filmed and edited in
a short period of time and broadcast in Australia shortly
thereafter.

David O’'Shea from SBS’s Dateline says one of

the advantages of being a video journalist is

the ‘freedom of working alone’ while one of the
disadvantages is that there is no one ‘watching
your back'. He notes that when reporting
demonstrations, video journalists need to be fully
aware of their surroundings and hyper-sensitive
to the mood of the crowd and the police.
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VIRAL NEWS AND CLICKBAIT

In the new media landscape, the news stories that
succeed and spread are those that attract click-throughs,
often through sensational subject matter or outrageous
headlines.

BuzzFeed™ is a site specialising in viral content—articles,
videos, photographs and quizzes that spread quickly
online. Stories are traditionally sensationalist or have some
kind of hook that inspires readers to click through to the
content. In recent years, the site has invested heavily in
serious reporting and journalism. Nevertheless, it has
received criticism for plagiarism, copyright infringement
and sponsored content.

Journalists are divided about this style of reporting.

Some argue that the ability to write a snappy headline

and engaging introduction has always been relevant

to journalists. Others like Ken Smith in an article titled
‘Clickbait: The changing face of online journalism’, argues
that some fear it might lead to a dumbing down of content
as click-throughs shape the content of online newspapers,
leading to an emphasis on trivial stories as opposed to
serious reporting.



THE PODCASTING REVOLUTION

Podcasting developed as a way to distribute content,
principally audio programs, over the internet for playback
on portable media devices. The term is a combination

of the words iPod and broadcasting. Similar in style to
traditional radio programs, podcasts are distributed by

RSS feeds, which automatically download new episodes
when they are released. The form experienced increased
popularity when Apple added podcasts to iTunes.
Traditional news organisations such as the ABC and the BBC
were quick to release their content via podcasts. Although
the number of independent podcasts proliferated, many
argue that the form started to mature upon the release of
Serial (see Figure 2.7.2), a non-fiction podcast exploring
true crimes. The first season of Serial explored the 1999
murder of an 18-year-old high-school student from
Baltimore. The program quickly climbed the charts on
iTunes and received a 2015 Peabody award for its service to
American radio.

Thanks to the success of highly publicised podcasts like
Serial and This American Life, the audience for podcasting
continues to grow. According to The Pew Research Centre,
by 2016 over one-fifth of Americans had listened to a
podcast in the last month. Without the constraints of
advertising and time slots, podcasts are free to focus on
story. Serial has been praised for its engaging, long-form
storytelling. Critics of the program suggest that its personal
style and use of fictional narrative techniques, such as
cliffhangers, means that it is very different from traditional,
objective reporting. The success of Serial also sparked other
cold case, true crime stories told in this style, including The
Jinx (HBO™), which explored the involvement of real-estate
scion Robert Durst in several murders, and Netflix's Making
a Murderer, which looked at the wrongful conviction

and subsequent accusations against Manitowoc County
resident Steven Avery.

The popularity of these programs has led to a new trend in
crime reporting, a combination of traditional documentary
and a binge-worthy drama, peppered with clues, red
herrings and cliffhangers. Brian McNair, Professor of
Journalism, Media and Communication at Queensland
University of Technology, has labelled this new form
‘factuality”

Factuality can be defined as fact-based content
which has much in common with investigative and
other forms of journalism, but strongly features
elements of narrative drama, soap opera, and
other fictional formats such as cliff-hanging
endings, unexpected plot twists and jaw-dropping
moments of revelation.

FIGURE 2.7.2 The podcast, Serial

Learning activity

Record an audio or video vox pop with members of
your school community during which you ask two
questions: "Where do you get your news?’ and ‘Does
good journalism matter?’ Edit your video or audio into
a segment and share it with your class.
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BOOK PUBLISHING AND CHANGE

TABLETS AND E-BOOKS

The emergence of tablet computers and e-book readers,
such as the Amazon Kindle and Apple iPad, is influencing
the way that content is distributed and consumed (see
Figure 2.7.3).

The arrival of tablet computing is seen by some as the
saviour of magazines and newspapers whose circulations
have been in decline over the last decade. Publications like
Wired and Rolling Stone have created content for the iPad,
incorporating interactive elements such as video and audio
into traditional written and photographic content.

FIGURE 2.7.3 E-book readers have changed the way books are sold,
distributed and consumed.

Project Gutenberg, a not-for-profit organisation
dedicated to providing out-of-copyright texts

in digital and e-book format, was established

in 1971. Through the aid of Project Gutenberg
volunteers and sponsors, over 33000 free e-books
have been created for download onto all major
e-book readers. Consumers are also able to buy

a range of contemporary novels online for their
e-book devices.
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In July 2009, Amazon Kindle users who purchased George
Orwell's 1984 and Animal Farm were surprised to discover
that the titles had been deleted from their devices. Amazon
decided to remove the novels from devices and retract
their sale in e-book format after discovering the books
being distributed were illegal copies. After they were
severely criticised for the move and, ironically, compared
to the totalitarian government portrayed in 1984, Amazon
offered customers a refund or credit for their purchase, or
the return of their e-books.

Although e-books have been available for over a decade,
the increasing popularity and development of e-book
readers and tablet computing has contributed to e-books
becoming a more convenient and accessible way to read
texts. The technology behind e-book devices has improved
to incorporate more user-friendly reading formats, and the
spread of the internet has allowed for greater transfer of
electronic files.

ALTERNATIVE PATHS TO PRINT

In 2015, author Gary Whitta who wrote the screenplay

for Rogue One: A Star Wars Story (2016) crowdfunded his
historical fantasy novel Abomination on the publishing site
Inkshares. Adopting a similar model to sites like Kickstarter
and Pozible, the site allows authors to crowdfund a project.
When sufficient funds are raised, the company takes
responsibility for editing, producing, distributing, marketing
and publishing printed copies of the novel.

The internet also makes it possible for unpublished writers
to share their stories and develop their craft by joining
online communities. These communities offer new ways
for writers to share and receive feedback on their work.
Sites like National Novel Writing Month (NaNoWriMo™)
encourage users to write an entire novel in one month.
Others, such as the Reddit Writer's Group, are communities
that provide inspiration and encouragement.



PXJ The future of television

One of the defining media technologies of the twentieth century, the television industry,
is undergoing huge changes. New media technology is disrupting the content and
distribution of what we have traditionally consumed on the small screen.

STREAMING SERVICES

The development of streaming services such as Netflix,
Stan and Amazon Prime™ has fundamentally changed
the way that we consume television. Traditional broadcast
television gained revenue from advertising. Television
programs were a way to deliver audiences to advertisers.
In many ways, the nature of broadcast television and
advertising shaped the content of programs. Television
dramas were written to fit into 45-minute time slots.

The three-act structure of episodes was punctuated

with cliffhangers preceding ad breaks to ensure that
viewers didn't channel surf. During the reign of broadcast
television, episode dramas and situation comedies were
popular, since they didn’t require audiences to tune in
every week. The introduction of streaming services has
disrupted these long-established storytelling conventions,
allowing programs to tell complex, long-form stories that
would lose an audience if they were broadcast in a weekly
time slot. In a 2013 speech, actor Kevin Spacey (House of
Cards) explained why these services are changing the face
of television (see Figure 2.8.1).

Streaming services are subverting the traditional model
of asking producers to create expensive pilots, instead
focusing on developing an entire series that will engage
their subscribers. During his speech, Spacey pointed out
that these new services are giving audiences what they
want, the ability to ‘binge’ and lose themselves in a series.

In the coming years, Spacey predicts that the difference
between films, television and online content will dissolve,
but the audience’s love for story will remain.

Learning activity

The Golden Age of Television, which many argued
began in the early 2000s, is characterised by cinematic
visuals and engaging storytelling. Select a scene from
a television program that you like and, in the form of a
video essay, answer the following questions:

*  What is the Golden Age of Television?

*  What makes this program and this scene an
effective example of modern television?

e What cinematic codes and storytelling conventions
make this scene engaging?

FIGURE 2.8.1 Kevin Spacey at The Guardian Edinburgh International Television Festival in 2013
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PX:] Video games

In the last two decades, video games have become a mainstream form of media.
According to the NewZoo Global Games Market Report, the video games industry
generated US$99.6 billion in 2016. The availability of a variety of gaming platforms,
such as game consoles, handheld devices and online games, has contributed to the

popularity of video gaming in the home.

VIDEO GAME NARRATIVES

Modern video games often have sprawling and
sophisticated narratives. Novels have always allowed
readers to explore elaborate worlds and video games
have the potential to offer the same level of complexity

in an immersive and non-linear style. Sandbox games,
such as Fallout 4™ and Farcry 4™, allow players to choose
their own direction by exploring an immense number

of subplots and side missions set within the parameters
the developers have created. Games like the immensely
popular Minecraft™ have few rules at all—allowing players
to explore and create with few boundaries.

Critics of video games cite extended and immersive

game play as a reason for concern. Players can engross
themselves in a game for hours and even days on end,
raising fears of unhealthy and obsessive use. Some
psychiatrists and doctors have suggested that video game
obsession is as powerful as drug addiction, but video game
manufacturers maintain that extended game play is no
more harmful than reading a book or watching television
for long periods of time.

ONLINE GAMES

As internet speeds have increased, online gaming has
become a more popular pastime. Console games often
incorporate significant elements of online play. Many
games not only encourage but necessitate effective
cooperation with other players to survive campaigns.
While players often communicate during the game via
text chat, it is more common for them to talk to each
other using headsets.

One of the most significant developments in online
gaming has been the rise of massively multiplayer online
role-playing games (MMORPGs), which allow thousands
of players to interact in the same virtual world. Popular
MMORPGs include World of Warcraft™, EVE Online™,
Neverwinter™, Elderscrolls Online™ and Guild Wars 2™.
World of Warcraft is the most prominent and long-running
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MMORPG and had approximately 5.6 million subscribers
in 2015. Players create a character who acquires skills

and advances through the game by completing quests
and exploring its virtual worlds. The game encourages
interaction between players by requiring the formation of
teams to fight their way through scenarios and engage in
player-versus-player combat.

VIDEO GAMES AND VIOLENCE

Video games are often criticised for their depiction of
violence. It is argued that the immersive and interactive
nature of video games means they are more likely to
encourage violent and aggressive behaviour in the real
world.

In his article ‘Reality bytes: Eight myths about video games
debunked’ professor and media scholar Henry Jenkins
seeks to dispel myths surrounding video game violence. He
points out that despite their proliferation, juvenile violence
in the USA was at a thirty-year low in the early 2000s. In
2010, US psychologist Christopher Ferguson conducted a
study of research into video game violence. He found, once
the studies were adjusted for publication bias, that there
was little evidence to suggest that violent video games
contribute to real-world aggression and violence.

These findings are at odds with the research of US
psychologist Craig Anderson, whose 2001 study found
that children who play violent video games are more
likely to engage in aggressive play. Likewise, Lieutenant
Colonel David Grossman, a former military psychologist,
believes that video games are conditioning young people
to become killers, pointing out strong parallels between
violent video games and the interactive training used by
the US military.

While video games such as Grand Theft Auto™ are
frequently criticised for their depiction of violence,
commentators usually ignore the role this violence plays in
a complex and deeply satirical narrative.
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FIGURE 2.9.1 Games like Mass Effect: Andromeda challenge representations of gender by allowing players to play as male or female

without changing the nature of the character.

In Red Dead Redemption™, players are rewarded for acting
morally; it is more financially rewarding to return a wanted
criminal alive than dead. In Bioshock™, players are forced
to make a series of moral decisions that influence the
outcome of the game. Unlike films and novels, in which the
audience often criticises the actions of other characters,
video games allow the player to question their own
behaviour. While the Mass Effect™ games traditionally had
a morality system allowing players to make either ‘paragon’
or ‘renegade’ decisions to resolve a situation, a more recent
instalment in the franchise, Mass Effect: Andromeda™,
measures moral decisions in a more nuanced manner,
reflecting the trend towards more morally complex games.

GENDER IN VIDEO GAMES

Like any form of new technology, the development of
video games has been accompanied by concerns, criticism
and moral panic, including claims of the over-sexualisation
of women.

Video games have come under scrutiny for their
representation of gender roles. In the 1990s, the Tomb
Raider™ franchise was condemned for its representation
of women. Although Lara Croft, the main character

in the games, is a strong, intelligent and independent
woman, critics of the franchise have accused her of being
a highly sexualised male fantasy figure. Although these
sorts of complaints are often levelled at video games, it is
important to remember that similar arguments are made
about representations of women in other media forms
including films, magazines and television.

Critics suggest that video games are directed at a
predominantly male audience and are, therefore,

explicitly violent and applaud macho behaviour. However,
studies have shown that video games have attracted an
increasingly diverse audience in the last decade. According
to 2007 marketing research firm Nielsen™, 41 per cent of
gamers in Australia are female. The significant interest from
female gamers has coincided with a trend towards more
complex and multifaceted female characters, such as those
shown in games like Mass Effect: Andromeda (see Figure
2.9.1). Many modern video games, particularly role-playing
games, also give players a choice of gender, which is
something that was almost unheard of a decade ago.

Learning activities

1 Research a female character from a video game
and produce a video essay using game-play footage
describing their representation in the game.

2 Write a letter to the editor of a newspaper or
magazine that expresses your point of view on one
of the following statements. Support your argument
with evidence.

* Video games are a major source of violence in
modern society.

* Video game addiction and excessive game play
are serious problems.

* Video games inaccurately portray
representations of gender.
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CHAPTER SUMMARY

Forms of new media have significant creative and
cultural implications.

New media forms arise through the development
and convergence of different media technologies.

Since the development of the printing press and the
birth of the mass media, new media technologies
have contributed to changing the way that people
communicate and interact with each other.

The development of new media is usually
accompanied by anxiety and moral panic over its
potential effects on audiences.

ASSESSMENT TASK

New media technologies that make it easier to copy
music, films and television programs are challenging
traditional copyright laws.

In recent decades, the mass media has become far
more participatory, putting greater power in the
hands of ordinary people.

New media technologies such as blogs, wikis and
social networking websites have resulted in a
number of social changes, particularly regarding
content creation, distribution and authenticity, and
ideals surrounding privacy.

New media technologies can have both positive and
negative effects on audiences.

Choose a form of new media that you are interested in (e.g. digital music, social networking websites, blogs, tablet
computers, e-book readers, smartphones, video games) and conduct some research to find out more about

the changes it has instigated. To ensure that your research is relevant and up to date, use a search engine to find
articles about this new form of technology that have been published within the last two years.

Using the findings from your research, create a short documentary or podcast episode.
Your media product will:

e describe the characteristics of the new media form

* outline the positive and negative implications of the new media form, including its implications
for the audience, society, economy, industry, government, culture and ethics

* describe how the new media form influences the way people communicate with each other

and their consumption of media texts

 predict the direction the new media will take in the near future.
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Investigating narrative

Narrative is the glue that binds together
media products. A narrative can exist
within a single production such as a video
or photograph, or across a number of
pieces such as a photographic series. How
these products are constructed and how
the content is arranged and revealed is all
related to narrative and storytelling.

Story is your enemy. Story
will sink you. Conversely, in
a movie, if you don’t have a
story, that will sink you.

Tina Fey, Screenwriter and actor

This chapter explores how a narrative and
story can be told; how style, story and
genre work together; how different media
forms tell stories in their own way; and
how style is created by the individual or
team producing the media product. In
this context, 'narrative’ is used as a general
term and ‘story’ is used when discussing a
specific narrative form.

Day for Night (1973)




EEP Narratives

People live with stories—from television, films, video games, online readings and viewings
they consume in the evening to a novel in bed before they turn out the light.

NARRATIVE AND STORY

There is a distinction between narrative and story, even
though the two words are used interchangeably. At its most
basic, a narrative is a series of events and a story describes
how those events are arranged; that is, a story has elements
such as character, and a beginning, middle and end.

Narratives and stories surround everyone and are
encountered constantly throughout daily life. People live
with stories—from newspapers, radio and television in the
morning to encounters throughout the day at school or
work and even the various forms of advertising that people
consume while travelling. People receive stories via print,
audio and visual productions.

The way narratives are formed into stories may change
as well as the way they are told. A film tells a story in a
different way to a book and video games create a story
in a different way to a television show, but all contain
the essential characteristics of storytelling. Even forms

not immediately associated with storytelling, such as the
television news, arrange and structure their pieces to
construct a narrative. They are called news stories for

a reason.

The essential elements of a story are quite simple. First of
all, a story needs a structure and this is usually a beginning,
a middle and an end. A story also needs a purpose,
intention (or reason for being told) and an audience.

French filmmaker Jean-Luc Godard is famous

for saying that his films always had a beginning,

a middle and an end, except that he did not
necessarily arrange them in that order. Godard's
intention was to disrupt his viewers’ expectations
of a story and of their traditional viewing patterns.
By playing with the audience’s ideas of story,
Godard'’s films often reinforced people’'s need or
desire to be able to read a text as a story.

FIGURE 3.1.1 Call of Duty™ video game. Narratives can be delivered in a variety of ways and read by a variety of audiences.
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The basic structural elements of a story will be essentially
the same across the different mediums. The core elements
of a narrative will stay the same in a book, a film, a
television show, a play, a photographic essay and other
mediums. However, the medium may cause the story
elements to be arranged differently.

Much of the writing on narrative and story seems obvious
when looking at what appear to be the ‘natural’ storytelling
mediums of film and television, but it also applies to other
mediums. In photography, a story can be told within the
frame of a single image or across multiple frames or images
in a photographic essay or photojournalist shoot. In print,
apart from the obvious written stories in a magazine, the
form of a magazine tells a story in itself. There is a narrative
structure to a magazine that takes the reader on a journey
through its pages. Graphic novels and zines also have an
overarching structure in addition to the storytelling codes
and conventions of the narratives told within

its pages.

The term ‘narrative’ is often used interchangeably
with the term ‘story’ and, while it is usually
acceptable to do this, there is a difference
between story and narrative at a more academic
level. Narrative is the overall term, and story

and plot combine to form a narrative. The story
contains the story elements such as character,
time and space and the plot is the way the story
elements are arranged.

The best way to think of this is that the story is
how you would describe a film, play, book or so
on to someone who had not yet seen it. Generally,
the story would described what happened in
chronological order, along the lines of: ‘There was
a private detective who had been hired to look for
an old girlfriend by her husband".

The plot is how the story is told and can include
flashbacks, flash-forwards and voice-over
narration. In the case of the private detective
example, the film might start with a flashback of
the private detective with a voice-over showing
him breaking up with a girl years ago, then

a flash-forward to the present and the girl's
husband entering the detective’s office.

The essential difference is that the story is what is
told and the plot is how it is told.

NARRATIVE ESSENTIALS
AUDIENCE

An audience is fairly necessary to the storytelling process.
A story is usually constructed for a particular audience and
this audience and their expectations in turn will influence
the structure of the story.

An audience rarely comes to or views a work or text with
no expectations. Audience’s expectations can be based

on their previous experiences with the medium or form

or with the genre of the story, or may even be based on
their expectations associated with the particular actors,
directors, photographers, artists or publishers. Just knowing
that a comic is published by Marvel™ or DC™ brings with it
a host of expectations.

At the most basic level, the audience expects a story to
be established, for events to happen and for there to be a
resolution.

If an audience is essential for a story to exist,
can the teller also be the audience? Or is a story
without an audience merely a daydream?

SELF-REFLEXIVE FILM

A self-reflexive film is a film about filmmaking, creativity,
audiences and the conflict between creative expression
and commercial interests. Jean-Luc Godard's 1963 film

Le Mépris (Contempt) seen in Figure 3.1.2 is a film about a
film being made. Many of the roles in the film being made
within Le Mépris are played by people who had that role in
real life; for example, the fictional director in the film was
played by Fritz Lang, himself a famous director.

——

/
{

FIGURE 3.1.2 Jean-Luc Godard’s Le Mépris (Contempt) (1963) is a
self-reflexive film.
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STRUCTURE

The structure of a story is very dependent on the medium it
is told through. A basic story structure contains a beginning
where the story/journey commences, a middle where the
story unfolds, and an end where the story concludes or is
resolved.

Some mediums explicitly show audiences each of these
stages with quite clear delineations. In other mediums,
these stages may be inferred or left for the audience to
construct. For example, with a single photographic image,
a viewer can see the initial situation, create a backstory,
infer how the story will unfold, and create a resolution.

IN MEDIA RES

Generally media stories start in media res, which is Latin for
‘in the middle of things’; that is, audiences come into an
existing situation, which then unfolds and develops over
the course of the story.

Film

In the case of film, the audience arrives assuming that there
is a backstory and it is very rare to start the story/film with
a character’s birth. There are exceptions though: The World
According to Garp (1982) starts with Garp’s conception and
ends with his death.

FIGURE 3.1.3 Gohar Dashti, Untitled from the series, ‘Stateless’ (2014-2015)

Photography

In Figure 3.1.3, the Iranian photographer Gohar Dashti
shows a situation that makes viewers ask questions such
as: Who are these people? What has happened? What

is happening? What will happen? Viewers are invited to
construct a history, a present and a future for the image.
The surreal or dreamlike quality of the scene frees the
viewer from having to ‘understand’ it in a realistic or logical
way; viewers can also see it as meaning something on a
symbolic level. This image also illustrates how a story does
not have to relate to realism but can reflect a code that
viewers also use when attempting to create meaning in the
reading of a story.

STORY, STYLE AND GENRE

Once the basics of what a story is are understood, how
the story is told needs to be examined. Each medium

has its own styles and genres. ‘Style’ can be defined as

the approach that is taken by an individual or collective’s
creative decisions when telling the story. One way of
looking at this is that the story may be considered like a
recipe—the story elements are the ingredients and the
style is how the cook or chef puts the ingredients together.
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FIGURES 3.1.4 AND 3.1.5 Hail Caesar (2016) [left] and Fargo (1996) [right] show how the Coen brothers have explored different genres.

Another way is to consider a song by one artist that is
covered by another artist—the words and tune will be the
same, but how they are arranged is a result of creative
decisions by the covering artist—that is, their style.

Genre is a French word meaning ‘type’ or 'kind’ and,
when used in English, typically denotes a category

of media product. Genre can be seen as part of an
industrial or institutional type of production. Filmmakers,
photographers and other artists can, and usually do, have
a distinctive style, but they can also work within a genre.
Genre can feel quite restrictive sometimes to a writer but
those constraints can be very satisfying to an audience.
Genre can also be played with, referenced and used out of
context to surprise and engage an audience on a number
of different levels.

The Coen brothers' films are a good example of filmmakers
playing with genre and they bring their own distinctive
style to a number of different genres, as illustrated in

the films Hail Caesar (2016) (see Figure 3.1.4) and Fargo
(1996) (see Figure 3.1.5).

Both style and genre also play a large part in the
expectations an audience has when they approach a film,

a print product or other media texts. Filmgoers often talk
of seeing the new Wes Anderson film or that latest action
film. Both style and genre codes and conventions shape the
story and the way it unfolds and is read by an audience.

Learning activities

What are the essentials to telling a story?
Explain the importance of an audience.

Look at Figure 3.1.3. Using no more than five
sentences, create a story centring on the photo.
What medium would you use and what genre
might it fall under?

Look at the following scenarios for the beginning of

a film. Using your knowledge of genre convention,

add two or three lines describing what happens

next and how it ends.

* The ‘'unattractive’ nerdy girl is always being left
out and being picked on by the ‘cool’ group.

* A ’'mad’ bomber holds the city to ransom. There
are only two detectives available to deal with the
crisis. One is just about to retire and one is just
about to be suspended.

* Itis one week before the wedding and an old
boyfriend comes back to visit the bride.

* A prisoner is released from prison. He decides to
get a team together for one last robbery before
he skips the country forever.
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k¥] Narrative and story in film and television

In film and television, narratives and stories follow the same pattern as all stories; narratives
tell stories and stories consist of a series of events that link together and occur within a logical

time in a specific place or space.

NARRATIVE

In his book Film Art: An Introduction, David Bordwell
provides a basic definition of a narrative as ‘a chain of
events in cause and effect relationship occurring in time
and space’. This definition uncovers the ‘spine’ of a story
and gives a solid foundation upon which to build. A story
has, at its core, events that happen and these events are
linked together so that one action leads to or causes
another action to happen. All this occurs within a logical
time in a specific place or space. Bordwell also describes
another basic element; that is, who or what is it that causes
these events to happen, allowing the story to advance—in
other words, character.

STORY AND STRUCTURE

Before creators start writing a story, there are important
questions they need to be able to answer:

B Why they are telling the story?
B Who are they telling it for and who are they telling it to?
B What and who is their audience?

The answers to these questions will inform the structure
of the story. A creator may be communicating a grander
theme or idea. It may be: ‘love will come’, ‘bad guys don't
prosper’, ‘revenge is unsatisfying’, ‘be careful of strangers/
welcome strangers’ or ‘don’t build a house on an ancient
Indigenous burial site’ (which can really mean ‘respect
other cultures’).

THREE-ACT STRUCTURE

Most stories have what is known as a three-act structure: a
beginning, a middle, and an end. This is also known among
screenwriters as the set-up, the play-out and the wrap-up:

B The set-up or the beginning sets the scene, introduces
the main characters and presents the audience with the
key questions, the dilemma or the problem that needs
to be resolved or solved.

B The play-out or middle is where the problem is
expanded, and the main character(s) try to overcome it
while obstacles are placed in their way.

64 HEINEMANN MEDIA THIRD EDITION

B The wrap-up or end is where there is a resolution, a goal
is usually achieved and the audience is usually presented
with a final outcome.

The three-act structure plays out across most genres
(including non-fiction). In a police drama, the three-act
structure may function as follows:

B Set-up: A homicide squad detective has one more
chance before he retires to apprehend a serial killer he
has been chasing for most of his career. Towards the end
of the first act, the detective’s wife gets in touch with him
to ask if he has heard from their daughter, who appears
to be missing.

B Play-out: The detective’s primary investigation is thrown
off track by his daughter’s disappearance. As he embarks
on a journey to find her, he discovers his daughter’s
life rests in the hands of the serial killer and he must
overcome a series of challenges to be reunited with her.

B Wrap-up: The detective uses his special skills to find
and save his daughter. He tracks down and shoots the
man he believes is the killer, only to realise the criminal
he has been chasing all these years is actually his old
trusted partner who had become corrupt.

This example classically conforms to a narrative formula
with a theme (good triumphs and the corrupt get justice)
and a three-act structure. It also adheres to familiar genre
conventions (good cop/bad cop story) and resolves
audience expectations (the corrupt get a serving of justice).

CHARACTER

As Bordwell has pointed out, a narrative is a series of events
—obviously something must happen and it is usually this
event or these events that form the central questions that
the story asks the audience. It is these questions—who, why
and how—that propel the narrative forward. In most stories,
it is characters to whom the audience attaches these
questions. The majority of stories are character based and
the structure is driven by the characters’ wants and desires.
It is often the tension between what a character wants and
what a character needs that creates narrative interest.



FIGURE 3.2.1 The Dark Knight (2008). Batman is a classic protagonist
and his enemies, such as the Joker, are the classic antagonists.

In a teen drama this may be that Joey wants to be a world
skating champion. As the story unfolds, the audience
realises that what Joey really needs is to be loved and

his desire to fulfil his wants (through ruthlessly training)
take him further away from what he needs (his parents’/
girlfriend’s support and love). Tension and engagement

is also created by our character having a central goal (to
be a world skating champion) and obstacles being placed
in his way (lack of sponsorship, a seemingly crippling
injury, a cheating rival) and then overcome. The resolution
comes when the character’s goal is reached (becoming a
world skating champion) or a sense of clarity is achieved
(there are more important things in life that winning).
The audience may not necessarily have all their questions
answered but are usually satisfied with the resolution.

Characters are the ones that cause the events to happen;

it is their motivations, needs or wants that move the story
forward. There are usually two major characters that can
feature in a story: the protagonist and the antagonist. The
protagonist is usually the ‘hero’ or the main player whose
quest the audience follows. The story is often told from
the protagonist’s perspective. Narrative tension is provided
by the antagonist—the character that is usually portrayed
as the 'villain’ who stops or attempts to prevent the
protagonist from reaching their goals. An antagonist could
be a vengeful ex, an uncaring parent or a corrupt detective.

CREATING CHARACTERS IN FILM

Stories build up consistent, multilayered three-dimensional
characters so we as an audience feel we know them. A film

is about character. A character will have a consistent voice.

They often have a verbal or physical trait or costume which
helps create depth.

In this scene from Strangers on a Train (1951) (see Figure
3.2.2), the antagonist Bruno helps a blind man across the
road. Normally, an audience would read this as a good
character trait and tend to like Bruno as a result. However,
in the scenes immediately before this, Bruno had burst a
child’s balloon and strangled a woman. The audience is put

off balance by Bruno’s actions and perhaps sees him as a
split and conflicted character.

FIGURE 3.2.2 In Strangers on a Train (1951), the antagonist Bruno
helps a blind man across the road.
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FIGURE 3.2.3 This camera shot from Psycho (1960) reflects Hitchcock’s film style.

FILM NARRATIVE AND STYLE

Style in film can be defined as the creative decisions taken
by the director or the creative team that is producing the
work. Style can exist within genre conventions or as a
statement in itself. Style can sometimes be hard to define
because it is often one of those elements of film that is only
known when it can be seen. David Bordwell has provided
some guidelines to analysing film style. The guidelines
can be used to analyse a film’s structure and then to look
at individual filmmakers to see if there is any consistency
of these elements across their films. To analyse style, the
following guidelines and questions can be used in regards
to film techniques:

B Look at the structure of the film. How is the story
organised? Is it a linear narrative; that is, does the film
unfold in chronological time, starting at day one and
continuing without flashbacks or flash-forwards until
the resolution? Or, is it a non-linear narrative? These
structures set the limits.

B Look at the important and noticeable (salient)
techniques that the filmmaker or creative team has used
and that the film relies on. Techniques such as camera
shot, camera movement, lighting, colour schemes/
palette, editing and so on, all contribute to the style.

| See if there are patterns of using these techniques in the
film. Does the filmmaker use these techniques often,
when and how?
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B Think about why the filmmaker has used these
techniques and what effect they have on the viewer.

Bordwell also emphasises that film techniques should

not be examined individually but need to be read in the
context of the entire film. Remember that there is no

one specific meaning attached to these techniques; and

all the techniques need to be seen and interpreted in
relation to the other stylistic elements in the film. These
film techniques can also be examined if they are used
across other films that the filmmaker or creative team have
made. Figure 3.2.3 shows a still from Alfred Hitchcock’s
Psycho (1960) in which Hitchcock has used particular
camera shots, largely mid-shot and close-up, to emphasise
the ‘trappedness’ of the characters. This, along with his

use of editing, is an important element of the film's and
Hitchcock’s style.

Learning activities

1 What does a story rely on?

2 What role does character play in a story?

3 What are the protagonist and the antagonist?
4

Provide three examples each of a protagonist and
an antagonist from films you have watched this
year. In each case, describe the protagonist’s goals
and the obstacles that the antagonist created.



CASE STUDY e e e EEEREEERes

Wes Anderson

Wes Anderson is an American filmmaker born in 1969
whose career started in 1996 with the short film Bottle
Rocket. He has made eight films since then and has been
nominated for and won various awards including Golden
Globes and Academy Awards. There is no doubt that
Anderson’s films have a distinctive style.

Using David Bordwell’s guidelines and questions in regards
to film techniques, it can be seen that Anderson and his
collaborators have forged a distinctive style.

STRUCTURE

Apart from The Royal Tenenbaums (2001) and The Grand
Budapest Hotel (2014), the narrative structure of Anderson’s
films tends to be linear; that is, there are no flashbacks or
flash-forwards and the story progresses chronologically
from day one of the story. Anderson’s films have a
resolution that means the questions that have been raised
in the film are answered. While his endings are not always
happy, they are resolved. Anderson’s films also tend to be

FIGURE 3.2.4 A scene from The Royal Tenenbaums (2001)

structured around themes that are usually either based on
family or relationship and these create the main narrative
conflicts.

SALIENT TECHNIQUES

Salient techniques include camera, colour, mis en scéne/
visual composition, dialogue, characters and recurring
actors.

Camera

Anderson often uses an overhead shot, which gives the
viewer additional story information. In Figure 3.2.4,
Anderson uses deep focus in this scene from The Royal
Tenenbaums—everything in the frame is in focus to give
the audience information about the characters and their
relationship to each other. Anderson also uses tracking
shots to provide or keep up the pace or momentum of the
narrative, as well as giving the viewer the feeling of being
part of the action.
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Colour

Anderson’s films use colour to tie the film together
aesthetically and create a unity that is pleasing to watch.
Colour also helps to establish and build a sense of
eccentricity or unusualness in the film. Figure 3.2.5 from
Moonrise Kingdom (2012) illustrates a typical Anderson
shot, using symmetry to isolate the character in the shot
and colour to highlight the character. Moonrise Kingdom is
typical of Anderson’s use of a limited colour palette with
contrasting highlights. Shown in this scene are browns and
yellows contrasted with the red of the dress.

Mise en scéne/visual composition

Anderson uses symmetry in his visual composition
including one point perspective. As shown in Figure 3.2.6,
he also uses planes to compose his actors, which means

he tends to either have them isolated or crowded together
using the depth of the screen, rather than placing them in a
straight line. Viewers tend to find symmetry very pleasing
to the eye. It also creates points of interest and focuses
attention on these points and, in Anderson’s case, it often
enhances the comic effect. In Figure 3.2.6, Anderson uses
the depth of the frame to create a pyramid of characters
which reflect the shape of the tent’s doorway; typically,
the shot is balanced symmetrically and the colour palette
is again browns and yellows with a red highlight. All these
emphasise that Sam is missing.

Moonrise Kingdom is a coming-of-age comedy.

Set on an island off the coast of New England in
1965, two 12-year-olds, Sam and Suzy, have fallen
in love and decide to run away. A search party is
then mobilised before disaster occurs.

FIGURE 3.2.5 Moonrise Kingdom (2012)
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FIGURE 3.2.6 Moonrise Kingdom (2012)

Dialogue and music

Anderson often uses what is called ‘deadpan dialogue’

in his films. Deadpan means that an actor delivers a line

of dialogue in a flat or emotionless way. This gives the
audience a sense of comedy in the seeming seriousness of
the line. Anderson also uses music as a major element. The
music he chooses can enhance a character or the viewer’s
attitude to them, provide a comment on a character or
situation, or put the audience off balance such as in The
Life Aquatic with Steve Zissou (2004), which uses Brazilian
samba versions of David Bowie songs.

Characters and recurring actors

Along with co-writing three of Anderson’s films, Owen
Wilson has acted in all but two of them. Bill Murray has
acted in all Anderson’s films.

Learning activities

1 Watch one of Wes Anderson’s films. Find examples
from it demonstrating how each of the following
style elements are typical of an Anderson film:

° camera

e colour

 visual composition
e deadpan dialogue

*  music.

2 Look for still images from Wes Anderson’s films on
the internet. Find three still images for each of the
elements of camera, colour and visual composition
that you think are typical of Wes Anderson’s style.
Present your findings to the class.
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Film noir and neo noir

As a media student when you look at style you should also
look beyond the individual or creative team of filmmakers
and look at styles that are the result of social or industrial
factors. Good examples of this are film noir and neo noir.

FILM NOIR

Film noir is a descriptive term that was initially applied to

a style of film that emerged in the late 1930s and 1940s. It
was coined by French film critics and it means black/dark
film. Those critics used the term to describe films that dealt
with dark issues or themes and had common narrative and
production codes and conventions. The social and political
climate of the time had a large influence on these films and
it can be said that this climate was responsible for the genre.
At the time these films were being made, the world was
seeing the rise of fascism in Europe, the Second World War,
the subsequent Cold War between the USA and the USSR
and the threat of annihilation from nuclear war. People were

seeing the world as a dark and dangerous place and films
such as The Maltese Falcon (1941), Double Indemnity (1944)
and Touch of Evil (1958) reflected their fears.
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FIGURE 3.2.7 Sin City (2005) captures the gritty realism and hard-edged feel of classic film noir, but in a contemporary setting.
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NEO NOIR

Neo noir, neo meaning ‘new’, is a revival of film noir,

which uses, and often pays tribute to, the film noir genre’s
techniques and conventions, but with updated themes,
issues and a new sense of contemporary relevance. While
neo noir is a fairly loose category, films such as Chinatown
(1974), Body Heat (1981), Fargo, and Sin City (2005), shown
in Figure 3.2.7, could be said to exemplify this style.

CHARACTERISTICS OF FILM NOIR

AND NEO NOIR

There is a unity of style that ties together film noir works.
While a film does not need to tick every box to be classified
as a part of the genre, it does have to share many of these
stylistic devices.

Setting

Film noir is set in the big city, an urban space that is dark,
dangerous and lonely. Much of the action takes place
at night.

R.‘
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Plot and themes | killed him for money—and a woman—and | didn't

The world of film noir is a dark, dangerous and corrupt get the money and | didn't get the woman. Pretty,

place. Things are not what they seem on the surface isn't it? ) .
o . Double Indemnity script,

and evll lies beneath. The main themes are the male Raymond Chandler and Billy Wilder
protagonist’s search for personal gain and a woman. The
plot then revolves around the protagonist’s search for Film noir plots inevitably resolve, but the ending is rarely a
money and/or power and the investigation of a woman. happy one.
This is made obvious in Double Indemnity where at the
beginni . Character

eginning of the film, the protagonist Walter Neff speaks
into a dictaphone. The main character is usually a lone male who is an

outsider and flawed. If he is a detective, he is usually an
outsider in the department. In The Big Heat (1953), Sergeant
Dave Bannion (Glenn Ford), seen in Figure 3.2.8, plays the
outsider cop attempting to break down a corrupt society.

-

FIGURE 3.2.8 Glenn Ford as Sergeant Dave Bannion in The Big Heat (1953)
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CASE STUDY

The main female character is the femme fatale or ‘deadly
woman’ (see Figure 3.2.9). She is attractive and irresistible
to the main character. Over the course of the film, she
manipulates him and lures him to his death or downfall.
Along the way she usually dies too. In contrast to the
femme fatale, there is the ‘pure’ woman who represents
family and ‘normal’ society: she usually survives. Feminist

film theory sees this as an ideological position that ‘rewards’

the conventional woman for sticking to the traditional role
of women in the society at that time.

Camera

The shots are often tight mid-shots or close-ups, which
increase the tension and give the viewer the feeling of the
characters being trapped. The shots are also deep focus,
where everything from the foreground to the background
is in focus. The camera often is placed above characters,
below their eye line, or tilted on an angle known as the
‘dutch tilt} as seen in Figure 3.2.10.

Lighting

There is a stark contrast in the lighting between the light
and dark. There are long shadows and the lighting often

emphasises bars and lines across characters, highlighting
the feeling of their being trapped.

Editing
The editing is often non-linear; that is, there are flashbacks.
Often, viewers are told what has happened at the start

of the film and the story that unfolds is how these things
happened.

Sound

There is often a voice-over narration from the male
protagonist, usually a confession. This, along with camera
techniques, places the viewer in the position of the
protagonist and enables them to identify with him and his
struggles. This is taken to an extreme in Lady in the Lake
(1947) (see Figure 3.2.11) where the entire film is seen from
the main character’s point of view—the audience only
hears him speak or sees his reflection when he looks into

a MIrTor.
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FIGURE 3.2.9 Faye Dunaway played the classic femme fatale Evelyn
Cross Mulwray in Polanski's neo noir film Chinatown (1974). Evelyn is
killed at the end of the film.

Learning activities
1 Define film noir and write down at least four
characteristics you think help define the genre.

2 Look for still images from film noir and neo noir
films that reflect the aspects of camera, character
and lighting that you think are typical of this style.
Present your findings to the class. Apart from the
films mentioned above, other films you may want
to investigate are The Big Sleep (1946), The Lady
from Shanghai (1947) and L.A. Confidential (1997).



'
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FIGURE 3.2.11 In Lady in the Lake (1947), the story is told through the eyes of private detective Phillip Marlowe.
The viewer sees the film through his eyes via the camera lens.
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Photography narrative and style

Photography may not seem one of the ‘natural’ narrative mediums. At first glance, an image may

appear to be just a snapshot but, beyond the surface, it shares common characteristics with all
narratives and their forms.

FIGURE 3.3.1 In Tracey Moffatt’s Adventure Series we can imagine a narrative: Where is this? Who are these people? What has brought them
together? Moffatt also seems to mix fantasy with reality, with a combination of photography and drawing.
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PHOTOGRAPHY

A photograph is an image that occurs in time and space
and this is significant in narrative terms. Time and space
implies a here or there, a now and before, a past, a present
and a future, and when an audience encounters these
elements they begin to construct a story. This construction
of story may be conscious or unconscious, but it seems
humans are drawn to the making and telling of them.

NARRATIVE

Narrative can occur in photographic images in a number
of ways. A story can exist in a single image and that story
can be explicit, implied or a combination of the two. This
is what's called ‘the story within the frame’. Story can also
exist across a number of frames, such as within a series of
images in a photographic essay or photojournalist piece.
A story can also exist across a series of frames in a more
implicit way; for example, in the works of Tracey Moffatt
who creates images that are part of a sequence. While
Moffatt’s work is often put together as part of a narrative
series, each individual photograph tells its own story, as
shown in Figure 3.3.1.

NARRATIVE WITHIN THE FRAME

Storytelling is inherent in most photographic images,

even seemingly abstract ones can tell a tale of abstraction.
Stories can be told within the frame in two main ways:
implicitly by the use of compositional and design elements,
and explicitly with the use of narrative elements.

IMPLIED STORYTELLING

The composition of an image and the use of formal visual
elements are prime creators of a story told within the
frame. Like all storytelling, stories told within a frame

need a purpose and need to be constructed to engage an
audience. In this mode of storytelling, the audience actively
constructs a story from the elements presented to it by the
producer/artist.

Lewis Hine was a photographer who told stories within the
frame using formal art elements and with a clear intention
of educating his audience. Hine saw in photography a way
of communicating to people and educating them about
their society and about the role of the human worker in

a mechanical age. In Figure 3.3.2 Hine, through the use

of formal compositional elements of contrast, creates a
story of harmony between man and machine. However,
this apparent harmony can also tell a story of workers
losing their individuality and becoming a mere cogin a
mechanical process. Hine emphasises his points through
the use of elements such as colour, tone, shape, line and
texture.

FIGURE 3.3.2 Lewis Hine, Steamfitter, gelatin silver print, 1920

Lewis Hine was a US photographer who came

to realise that documentary photography could

be used for social change and reform. In 1908,

he became a staff photographer at the National
Child Labor Committee. The photos he took for the
committee helped with their lobbying to end child
labour.
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FIGURE 3.3.3 Daniela Edburg, Death by Tupperware, 2005
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FIGURE 3.3.4 Cindy Sherman, Untitled Film Still #54, 1980, gelatin silver print, 8 x 10 inches (MP# CS—54)

EXPLICIT STORYTELLING WITHIN THE FRAME

Explicit stories also have an implied element when told
within a single frame. This can be seen in the work of
artist Daniela Edburg in Figure 3.3.3, in which she uses
conventional narrative elements to allow the viewer
to construct a story. The image can be read in multiple
ways and tells multiple stories. It contains themes of

Learning activities

1 What story do you think Hine is telling in
Figure 3.3.27

2 How do the formal elements Hine uses contribute to
your interpretation of the story? You should look at
elements such as contrast, repetition, harmony and
balance, as well as shape, colour, line and texture.

3 Carefully examine Figure 3.3.3.

* What references do you see in the image to the
codes and conventions of a movie genre?

consumption, consumerism and gender, while at the same
time engaging the viewer via the codes and conventions of
the horror movie. In Figure 3.3.4, Cindy Sherman also sets
up her shot as though it were a still from a movie—a movie
that does not exist. The viewer creates the story of before
and after.

* How has Edburg used formal elements such as
shape, colour and so on to construct her story?

* Describe what you see and what you think is
happening in the frame.

* What themes do you see emerging from the story
you have constructed?

* Give this image a backstory and then write what you
think will happen next. You may choose to go with
or ignore genre conventions.
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Cindy Sherman

Cindy Sherman is a contemporary American photographer.
Her work is usually presented as a series of images and

it often references other narrative media or art history

and plays with photographic technique. Sherman’s images
revolve around narratives that are both implied and explicit,
and created by the artist and the viewer.

CINDY SHERMAN'S STYLE

Cindy Sherman’s breakthrough early work was a series
called ‘Untitled Film Stills’ (see Figure 3.3.3). In this series,
Sherman cast herself as the lead actor in what appear to be
still frames from movies. In fact, these movies do not exist
except in hers and the viewer’s imagination.

Many of Sherman’s works are concerned with narrative:
her images create a story. We come to her photos in media
res—that is, ‘in the middle of things'—just as we often do
with a film narrative. The viewer creates a before and an
after and they help to construct the narrative. This is at its
most obvious with the Untitled Film Stills series but it is a
continuing theme in Sherman’s work.

Other core elements of Sherman’s style are casting herself
as the subject (and only character) of the image and not
giving her work conventional titles. After the Untitled

Film Stills series, she has called all her subsequent works
‘Untitled’ They are differentiated only by a number.
Sherman’s work explores how women have been
represented in the mass media and the art world and she
examines the ideas of identity and self-identity.

ANALYSING CINDY SHERMAN'S STYLE

If we look at Figure 3.3.5, we can see and analyse some of
the elements of Sherman’s style:

® Themes: As in all her work, Sherman asks questions that
the viewer creates the answer to. Who is the woman?
Why is she on the floor? [s she alone? What is on the
piece of newspaper she clutches in her hand? Where,
how and in what other contexts have we seen this
representation of women? We construct a narrative.
There is no one ‘correct’ reading, but multiple ones—as

many readings as there are viewers.

FIGURE 3.3.5 Cindy Sherman, Untitled #96, 1981, chromogenic colour print, 24 x 48 inches (MP# CS-96)
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FIGURE 3.3.6 Cindy Sherman, Untitled #92, 1981, chromogenic colour print, 24 x 48 inches (MP# CS-92)

® Colour: Sherman uses a limited palette but one that has
a large tonal variation. Learning activities

® Repetition/Pattern: The checks on her skirt are repeated
1 What is the effect of Sherman calling all her works

in the tiles; while the colours are repeated in her top, P
Untitled'?

skirt, the tiles and even in the skin tones.
2 What effect do the elements listed above have on

@ Line: The vertical and horizontal lines of the tiles .
the viewer?
contrast with the diagonals of the body.
Apply these elements to an analysis of Figure 3.3.6.
@ Light: The light is coming from the top left of the frame,

4 What themes or concepts can you see in Sherman’s

lacing the 1 in shadow.
placing the lower areas in shadow work? What stylistic elements do Figures 3.3.5 and

@ Space: The monotone colour of her top creates a 3.3.6 have in common?
positive space. 5 Write a personal response to Figures 3.3.5 and 3.3.6.
@ Contrast: The white squares on the skirt and the subtly What do you think about Sherman’s concepts and
varied colours of the tiles, when combined with the style? What do you like or dislike about her work?

lighting, create a contrast that emphasises the elements
of shape, line and colour.
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EXT Storytelling and print

Print has been a natural medium for telling stories for hundreds of years. With the
advent of print, stories have been published and distributed to mass audiences.

MAGAZINES MAGAZINE STRUCTURE

Apart from the obvious writings in a magazine, the Ata structural level, storytelling in a print magazine
structure of a magazine tells a story. From the front cover to conforms to our classical narrative structure of beginning,
the last page, a magazine contains a storytelling structure middle and end.

designed to take the reader on a narrative journey through B Beginning: This is usually the front cover, which is a
the magazine. combination of image and text that raises the reader’s
As with any media product, the audience arrives with expectations of the stories to unfold within the pages.
expectations that are usually based on their previous The beginning also usually includes the title and
experiences and knowledge of the form or genre. When a contents pages, with readers’ letters or an editorial
reader picks up a magazine, they are expecting it to have statement to provide an overview of what is to come.
the features, codes and conventions of other magazines Then there are some shorter articles, which lead the
within the same genre. For example, a reader would reader into the middle.

not expect a surf magazine to have an article on pony m Middle: This is the body of the magazine and is where
grooming. the feature articles are located. Feature articles are not

just randomly dropped into the pages; they are carefully
sequenced to follow a thematic structure or logic, and
are juxtaposed in a complementary manner.

B End: Most magazines do not just stop, they end. There
is usually a regular section or repeated feature that
provides a resolution or closure. This may be a short

3mphg-fushlon~lruvel»ng_ Y "
PN D : N e .

X g2 iz i article or a cartoon or humorous column.
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nostalgic
recipes, a diy
mobile and one

ginormous 2017
wall planner.

Learning activities

1 How and why does a reader arrive at a magazine
with certain expectations?

=
V)

A\
W
N

Name five genres of magazine and list at least three
conventions you would associate with the genre.
These can be conventions of structure, content
(types of articles), images and or advertising.

)2
g

T e

3 Look at an issue of a magazine you like and explain
how it is broken down into beginning, middle and
end.

4 Create the contents page for a magazine you would
like to create. You can use any genre and you can
model your magazine after an existing one or

FIGURE 3.4.1 While the sales of some magazines have fallen, others create an entirely new one.
like frankie, with a specific audience, have thrived.
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Graphic novels/comics

Increasingly popular forms of print are graphic novels and Cartoons have continued to be popular in newspapers and
comics. Comics started as individual drawings or cartoons magazines. Cartoons evolved into a separate branch in the
and, while these can be traced back to drawings from the late nineteenth century when several drawings were linked
Renaissance, cartoons seen today originated in the 1840s in together to form the comic strip. In the 1920s, this grew into
the satirical magazine Punch. a longer form narrative of about twenty-two pages.

= by

FIGURE 3.4.2 The Avengers, Marvel Comics

t vp ot work for a covplg of \[\hen | arivel af The platform the
ieowf and then ran for the frain.  |frain de!f dve To dm’f(’ for amli///t

i 4\ vohile. ) must have mixed the times vp-

FIGURE 3.4.3 Trains, Mandy Ord
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FIGURES 3.4.4 AND 3.4.5 Scott McCloud

Comics’ public image began to swell due to an i e n
increasingly adventurous mainstream and some
insanely popular licensing.

7,
IR
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The Dark Knight Watchmen by The Teenage Mutant
Returns by Frank Alan Moore and Ninja Turtles by
Miller. Dave Gibbons. Kevin Eastman

and Peter Laird.

-- while others created more truly independent
work which sought to reach beyond comics fandom
and strike a chord in the real world outside.

- «57..
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Maus: A Love and Eightball by Dan

Survivor’s Tale by Rockets by Los Clowes.

Art Spiegelman. Bros. Hernandez.

\

Tales of the American Splendor  Yummy Fur by
Beanworld by by Harvey Pekar Chester Brown.
Larry Marder. and Various.
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By the end of the twentieth century, many of these comic
books had evolved into what is now called a graphic novel.
A simple definition of a graphic novel is an extended comic
book; that is, it is approaching the size of a novel-—anything
between 50 and 200 pages or more. The famous graphical
novelist Art Spiegelman, the author of Maus, called a
graphic novel ‘a comic that needs a bookmark’.

THE COMIC INDUSTRY
AND THE INDEPENDENTS

The graphic novel and comic book have branched out in
a number of directions and can be divided roughly into
two streams, the mainstream comic industry and the
independents.

The mainstream comic industry covers publishers such

as Marvel and DC Comics and tends to publish in sci-fi,
fantasy and superhero styles, such as Superman, Batman
and Spiderman. This stream could be classified as more
popular and mainstream. The independent stream is often
self-published or published by much smaller publishing
houses or co-operatives, and the subject matter is usually
more personal and quirky. This stream could be classified
as ‘alternative’ or niche’

Both the mainstream and independent stream follow the
general qualities of a narrative; they have a beginning,
middle and an end, but there are narrative and stylistic
differences. On a narrative level, the mainstream comic
industry’s narrative is a classical one. The hero starts out on
a journey, encounters an evil or an enemy, struggles with
them and the story resolves with the superhero prevailing.
The independent’s graphic novels tend to focus on the
everyday. They are often about friends, family, relationships
or situations that the author has been in. While there is a
narrative structure often, as in the real life that these are
based on, there is no resolution. Of course, both of these
styles are, like all narratives, also shaped by genre and
audience expectation—no one wants to see Superman or
Batman destroyed.

STYLE

One of the major differences between the two genres,
mainstream and independent, is style. The superhero
comics tend to have a cinematic style; that is, they often
look as if they could be stills from a film. The point of view
changes often and the frames look like film close-ups, mid-
shots and long shots. The drawing style is realistic and the
colours are bright and saturated. There are few words and
action drawing dominates. The words act as support for
the pictures. In contrast, the independent graphic novel is
often in black and white or a single colour; the drawings
are line drawings and there is often a lot of blank space;
and the drawings are more expressionistic than realistic,
that is, they try to convey a sense of something rather than
look ‘real’ The drawings act to support the words. The
independent style is harder to nail down than the industry
style as they are more an expression of the author than
the genre.

Learning activities

T Compare the styles of Marvel Comics and Ord
in Figures 3.4.2 and 3.4.3. Look at the role of
composition, point of view, text and technique such
as colour, line and shape.

2 What expectations do you think an audience would
have of each? How might an audience expect the
story to play out? What do you think happens next?

3 Draw one frame or a sequence of frames from both
the industrial and independent genres of graphic
novel, showing an event that has happened at your
school.
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CASE STUDY e e Rt

Zines — an
anti-style

A zine is a small, self-published print publication that is
often produced simply with a typewriter or computer,
photocopier and a stapler. Zines are usually in black

and white. When colour is applied it is simple and for a
specific impact. The colour is often hand-applied and then
colour-photocopied. The typeface is usually one we would
associate with a typewriter or it is hand-lettered. A zine
can contain writing, images, cartoons, graphic stories or

a combination of these, which are usually created by the
author themselves. The classic zine is A5 size, which is
usually achieved by folding A4 paper in half.

ZINE RULES

The main rule that can be applied to zines is that there are
no rules—although, that is not strictly true as, like all media
products, there are codes and conventions that have grown
up around the publication of zines and there are general
principles like the above which can be used to define

them. One of these general principles is that a zine is not

a mass publication and it does not have mass distribution.

¥ /’\'f

FIGURE 3.4.6 A zine by Year 11 media student Ashleigh H examining
her feelings towards the media

FIGURES 3.4.7 Sticky Institute, Melbourne
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Zines are low-budget, independent publications usually made on photocopiers and
circulated within their own informal or underground networks. They are difficult to define
too precisely. It is the freedom of what may or may not constitute a zine that allows zines
to experiment with form and play with various print-based mediums. There's no set page
numbers to a zine, no set content or prescribed style, no set dimensions and basically

no rules whatsoever. Zines are best defined by their intentions, and the intention is
usually an unprofessional labour of love rather than a money-making exercise with high
production values and established distribution networks and aspirations to become the
next frankie. So, zines can often be considered subversive because they bypass an entire
established system. They are not interested in being ‘discovered'—they are comfortable
‘underground’'—and they don't care what other people think. Zines may be sequential, an

ongoing series, or one-off creations.
Eloise Peace, former director of Sticky Institute

It may have a wide audience but it would be very unusual ® Beginning: Most zines have a front cover that introduces
for a zine to have a print run of more than a few thousand us to the theme, genre and expectations of the story.

and most have a run of a few hundred. One of the prime Often a front cover has a combination of images and text
intentions or purposes of creating a zine is not to make with a short subtitle. This functions as the ‘intro’.

a profit, but to make the writer’s voice heard and to tell ® Middle: This is the actual content. Some zines resemble

the story they want to tell and one that they think others conventional magazines in that they have a number of

will enjoy. stories and images, while others contain a single story.

One of the main emphases in zine culture is on doing it ® End: This often coincides with the resolution of the main

yourself and avoiding the established media organisations story, but it may also be a cartoon, phrase or collection

and industrial methods of distribution. Zines are often of quotes that serve as an ‘outro’ It is also usual to have

made available for sale by being placed in shops by the some contact information at the end.
maker or via mail order. A good example of zine distribution
is that conducted by Sticky Institute in Melbourne (see

Figure 3.4.7).

Zines present the story from a specific point of view and
they occur over a specific time—perhaps an hour, a day,
a week or even a lifetime—and in a particular space. As
Sticky Institute in Melbourne is an artist-run in comics, the audience reads the space between the

initiative or a ‘collective'. It operates as a place frames, called the gutter, as time passing. It is said that the
where zine-makers can take their work to be sold,

but it also acts as a production studio. There are
typewriters, photocopiers and other supplies for
creators to make their zines. The ethos behind
Sticky Institute is open access, do-it-yourself. A
potential zine-maker can walk into Sticky Institute
with an idea and walk out later with a completed
zine on the shelf ready to be sold. The proceeds go
to the maker with Sticky Institute taking twenty per 2 What are some of the stylistic elements of a zine?

cent to cover expenses. 3 Create the front cover of a zine.

gutter is as important in graphic storytelling as the frames
themselves.

Learning activities

1T How would you define a zine?

NARRATIVE AND STORYTELLING STRUCTURES

For all their alternative distribution methods, zines still
conform to classical storytelling structures and techniques,
both within their content and structure. The broad structure
of a zine is still beginning, middle and end.
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CHAPTER SUMMARY

B The essentials of storytelling are audience, purpose,
character, cause and effect, time and place.

B Style exists in how a story is told, regardless of
the form.

B Genre helps to shape the style.

ASSESSMENT TASKS
FILM

1 Explore the style of a director or creative team (some
examples include Martin Scorcese, Aardman, Baz
Luhrmann, Studio Ghibli or the Coen Brothers).

You will need to:

* give a detailed explanation of the how they
started out and became prominent, and how they
developed their style

* analyse at least two of their films using Bordwell’s
guide on page 66

* create a poster or video trailer (coming soon) for
one of their films, which you believe represents
their style.

OR

2 Explore a film genre (some examples include film
noir/neo noir—The Big Heat, The Lady from Shanghai,
Chinatown and Sin City; gangster—The Godfather
(1972), The Departed (2006) and Donny Brasco (1997);
or musical—Singin’ in the Rain (1952), West Side Story
(1961) and Chicago (2002)). You will need to:

* provide a detailed account of its history, and the
characteristics of and techniques used to achieve
its style

* analyse at least two films exploring how the films
are part of the genre, both in theme and style

* create a poster or video trailer (coming soon)
for a film by your chosen director or team that
emphasises their style.

You may present your work as an essay, a slideshow,

multimedia presentation or by another method you
have negotiated with your teacher.

PHOTOGRAPHY

1 Explore the style of a particular photographer (some
examples include Henri Cartier-Bresson, Tracey Moffatt,
Weegee and Andreas Gursky). You will need to:
 give a detailed examination of their history, style

and use of art elements and principles in at least
two images
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* develop a folio of a minimum of four images in the
style of your chosen photographer.
OR

2 Explore a genre of photography, such as fashion,
sports, photojournalism or a photo essay. You will
need to:
 give a detailed explanation of the history and

development of the genre and the role individual
photographers have played

» explore and explain the characteristics and
techniques of the genre

 develop a folio of a minimum of four images in the
style of your chosen genre.

PRINT/ZINE

1 Explore the history and development of an industry
comic (examples include DC Comics, Marvel, Dark
Horse™ and Manga). You will need to:

* examine its theme, style and techniques.

* produce two pages from a comic book in the
industry style, highlighting the appropriate
techniques.

OR

2 Explore the history and development of an
independent graphic novelist (some examples include
Daniel Clowes, Julia Wertz, Harvey Pekar, Gabrielle Bell
and Art Spiegelman). You will need to:

* examine their history and the themes, issues, style
and technique

* produce two pages from a graphic novel in the style
of the particular author, highlighting their style and
techniques.

OR

3 Compare the style of an industry comic book genre,
such as one of the superheroes or Manga, with a
specific graphic novelist. You will need to:

* trace the development of the different styles and
compare and contrast themes, issues, style and
techniques

» produce one page of a print publication for each
of the styles you are examining.

OR

4 Complete a written history of zines, including the role
played by institutions such as Sticky Institute, and
produce a zine of at least eight pages on an
issue relating to the media in general or media in
your school.



Media forms and
narratives in production

Every media production conveys a
message. Whether that message aims to
communicate, to inform or to entertain,
a production exists to send an idea
from the maker to the audience. The
productions that you make during your
time as a media student will have various
purposes. Some will be experiments in
a particular form or style. Others will
explore storytelling or respond to a set
brief. All media productions, however,

will include representations—of people,
groups, themes or ideas—and the
manipulation of technical and symbolic
codes. Mastering the use of codes and
the equipment that goes along with a
project may take some practice, but will
help convey meaning and make your
productions more engaging.

Director Robert Rodriguez began his
career by taking a ‘hands on’ approach to
filmmaking, making the most of limited
resources and learning by doing.



USP Media form and narrative design

To begin creating a media production, you will need to decide on a form to work in and a
concept, story or premise to explore. You will then work through the production process to
develop and shape your idea, finding ways to make it engaging for your audience. This will
involve the use and application of specific media techniques, conventions and processes.

APPLYING CODES
AND CONVENTIONS

When you see, hear or read a media product as an active
audience member, you deconstruct it by interpreting its
codes. When you make a media product, you also rely on
codes to construct and convey ideas.

Media codes include:

B Technical codes: These involve choices about how
production equipment and techniques are used to
convey particular messages.

B Written codes: These suggest that text and language can

also be crafted skilfully to convey messages.

IVENCHY;

GENTLEMEN
ONLY

a number of codes.

FIGURE 4.1.1 Givenchy'’s ‘Gentlemen Only™ ad involves the use of
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A number of codes can be used in combination. Consider
the messages that the perfume advertisement in Figure
4.1.7 is sending through its use of technical, symbolic and
written codes.

When constructing meaning in media productions, you
should think about how codes can be used to convey your
ideas and shape the representations you create. Consider
the following ideas and how you could apply:

B camera framing to convey isolation or claustrophobia
B depth of field in an image to draw focus

B music or sound effects to set a mood
|

lighting placement and colour to convey the motivations
of a character

layering of images to combine multiple ideas
B mixing of audio to create a sense of time and place

B text hierarchy and size to express the importance
of certain words on a screen or printed page

B colour schemes to reflect a message, time or genre

B positioning of characters/talent to convey information
about who is most or least important

m words or headlines to capture attention (see Figure
4.1.2)

B objects or props in the mise en scéne of an image to
convey unspoken information

B patterns and shapes to create subtle visual messages
about tension, passivity or disharmony.

e 10 things your teachers
= won't tell you about how to
top your class

S

FIGURE 4.1.2 Catchy headlines that hyperlink to another online
page are referred to as ‘clickbait’ and are a cunning way for a site to
gain revenue through having greater ‘hits’ and readers.




While codes are vital to the construction of a media
production, conventions helps audiences better
understand how codes can be applied skilfully.
Conventions are defined as commonly used patterns or
techniques. They help structure media productions and
convey meaning quickly and efficiently. In many instances,
audiences often come to understand the genre of a
production through its use of particular technical and
story conventions.

CREATING REPRESENTATIONS
AND NARRATIVES USING FORMS
AND STYLES

In media, you are able to develop productions in a number
of forms. These include video, television, animation, print,
audio, photography and digital/online. The following
outlines some common forms and their associated styles
that you may explore when creating your own productions,
representations and stories. Consider what appeals to

you and how you may apply these typical conventions in
your work.

NARRATIVES
| Tell afictional or non-fictional story

m Usually have a three-act structure (essentially a
beginning, middle and end)

® Involve a conflict or tension to drive the story forward

B Include a climax near the end which leads to some sort
of resolution

B Explore character arcs, which focus on the journey,
transformation or demise of characters

B Can exist in all media forms

The Monomyth or Hero’s journey

One way to approach creating a narrative is to look at the
idea of the Monomyth or Hero's Journey. Developed by
Joseph Campbell, this concept considers the various stages
a leading character would go through during the course

of a story and provides a more detailed approach as to
how you could create a character arc within the traditional
three-act structure.

EXPERIMENTAL PRODUCTIONS

B May explore aesthetics, the potential of a medium or a
concept in a loose, abstract fashion

B Are considered expressions of ‘art’

B Tend to be less bound by conventions and are more
fluid in their structure

m Can exist in all media forms

MUSIC VIDEOS
B Aim to promote a song or the musicians who created it

B May explore a song’s lyrics and meaning conceptually or
through a narrative

B May be performance based—where the singer or band
is shown

B Tend to include rhythmic editing, heightened imagery,
symbolic lighting, colour to evoke mood, varied camera
angles and movements

B Can exist only as a video production but may also be
included in an online production, such as a website

PHOTOGRAPHIC SERIES

B Involve a collection of linked images that communicate
an idea or message in their ‘through-line’

B Convey a story or idea through each image and also the
series as a whole

m May explore a concept or be linked by something more
abstract such as a location, colour, a technique such
as layering, an effect such as bokeh, or a style such as
portraiture

B Can exist as stand-alone photographs or be included in
another media form such as a magazine

MAGAZINES

m Combine words and images to convey information on a
topic or area of interest

B Are produced for large circulation and fairly obvious
audience readership, discernible from the magazine’s
front cover

B Follow a similar format with each issue produced, such
as particular features and articles

B Include high-quality printing and paper stock, a
front cover with a masthead, a contents page and

advertisements

B Can exist as printed productions and also in online or
digital format
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DOCUMENTARIES GRAPHIC NOVELS

B Aim to present actual incidents and capture reality B Feature a similar visual ‘art’ style to comics but
B Explore an interesting subject or story—preferably one are longer
with a climax or complication B May tell fictional or non-fiction stories
B Present factual information, often through interviews, B Include images and words, speech bubbles and panels.

talking heads) voice-overs and graphics B Can exist in printed form and may also be viewed in an

B Can exist as a film, audio or photographic production online or digital format

You Can't Ask That WEBSITES AND BLOGS

You Can't Ask That (see Figure 4.1.3) aired on ABC television B Involve a series of connected online pages exploring a
and was a new and interesting take on the documentary topic or idea

format. Each episode, which lasted only 15 minutes, m Include text, images, video and audio

featured individuals from marginalised groups answering

questions, with the purpose of busting commonly held = Can be created using code such as HTML, or by using

stereotypes. No narration, minimal set and having the amore simple content management system (CMS)

™
interviewees speak the question were deliberate choices to program, such as WordPress

give power to the subjects themselves. B Feature a considered visual hierarchy and unified colour
scheme, buttons to navigate a site and hyperlinks to
direct audience to another page

B Can exist in online format only

WHY ARE
YOU
NA

WHEELCHAIR

YOUGAN’T
ASKITHAT

FIGURE 4.1.3 You Can't Ask That explored various misunderstood or judged groups such as wheelchair users.
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FIGURE 4.1.4 Student zine

ZINES RADIO PLAYS

B Reflect a more casual and independent form of print B Involve a dramatised story or account performed using
production or magazine recorded voices and sounds

B Focus on smaller circulation and are often made ‘for the B Are structured as a fictional ‘aural journey’, often with
love of’ creating and self-expression the aim of taking listeners to another place and time

B Tend to have low production values, a black and white B Include scenes, soundscapes to develop a sense of
or limited colour scheme, photocopied images or text, place, and dialogue from the characters, either in
hand drawings and a ‘cut-and-paste’ collage style conversational or interior monologue form

B Traditionally made in ‘hard copy’ printed form, but may B Exist in audio format and may be broadcast on radio
be viewed in digital format oronline

Student zine

Figure 4.1.4 shows a page from a student zine representing
young artists. The page highlights the typical style of the
form, with its imperfections and handmade qualities.
Consider how style and form can actually work to engage
an audience.
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CAMPAIGNS

B Feature a series of advertisements for a particular
product or idea

B May be produced using a variety of forms/mediums, or
just one

B Include text and image/s, a logo for the product
or service being advertised and an interesting and
memorable tagline

B Can exist as a video, photographic, audio, printed or
digital production

Campaign to promote GPs

Figure 4.1.5 is one of many advertisements featured as part
of the Royal Australian College of General Practitioners’
(RACGP’s) ‘Your Specialist in Life’ campaign that highlighted
the value of general practitioners and promoted

ongoing education and learning. The campaign included
advertisements in a number of forms, including television,
radio and social media.

I understand dark clouds,
but I'm not a meteorologist

I confront the impact
of family violence,
but I'm not a policeman

I take care of worms,
but I'm not a gardener

I'm skilled at stitching,
but I'm not a tailor

I grow young minds,
but I'm not a teacher

I understand addiction,
but I'm not a rchab counsellor

I'M A GP.

But I'm not just a GP.
I'm your specialistin life.

Auntraban Colicse of General Practitioners

FIGURE 4.1.5 Print ad from Royal Australian College of General
Practitioners’ “Your Specialist in Life’ campaign
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PODCASTS

Involve a recorded audio file that is distributed and
made downloadable via the internet

May be structured as an interview, a panel discussion, a
piece of investigative journalism or a serialised narrative

Include a presenter, considerable dialogue, limited
music (often for introductory purposes only),
commercials and an episodic format

The Serial podcast was released in 2014, with its
first season quickly developing a fanatical following
across the world. Season 1 told the true story

of an unsolved murder from 1999, one episode

per week. Its popularity was due to a number of
factors, including the compelling and unfinished
nature of its story, the stream-of-consciousness
conversational style of its presenter Sarah Koenig,
and the meticulous research that went into
sourcing and developing its content.

Learning activities

1 List some of the media productions that you
most enjoy.

2 For each production listed, consider the form and
style that is used. Does it comply with the styles
mentioned above? If not, try and define its style.

3 Now consider the specific conventions used by
each production you have listed. What common
patterns are applied to help convey its message?



%1 Roles and stages in media production

Creating a media product involves the application of theoretical learning. It is a creative
process that requires time, thought and the use of many careful selections and omissions.
The perfect location, clever shot or a well-synchronised soundtrack that you witness in the
final product was probably the result of considerable planning and deliberation.

THE MEDIA PRODUCTION PROCESS

The media production process contains five stages, known
as development, pre-production, production, post-
production and distribution. These stages and the tasks,
techniques and processes within them often interrelate,
connecting what has come before or what will come after.

DEVELOPMENT

Development usually refers to the conceptual stage of
a media product where initial investigation takes place.
Within this stage, the form, intentions, audience and

narrative of a production will be explored and refined.

In 2010, development of the 23rd James Bond film
Skyfall was brought to a halt due to studio issues.
Metro Goldwyn Mayer, who owns the James Bond
franchise rights, were experiencing financial
issues, resulting in an indefinite suspension of the
production. The final film was not released until
late 2012.

Brainstorming

In a classroom setting, your assignments may provide a
very direct brief about what needs to be achieved by each
production you create. The development stage is, however,
still helpful in moving you past your first ideas to a more
considered and effective concept.

Brainstorming is a common way to begin working with
an idea. Brainstorming is a valuable way of moving ‘out
of your own head’, putting thoughts down in writing

and getting started. It allows for the documentation of
possibilities that a concept may offer or tangents it may
lead to. Brainstorming can be done individually, but

is a great ‘team-building’ activity when undertaking a
collaborative project. In a classroom setting, where you
often need to keep and show documentation of your work,
brainstorming can also be a useful way of demonstrating
where an idea came from and where it may be leading to
(see Figure 4.2.1).
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FIGURE 4.2.1 A student’s work shows that brainstorming need not
be neat to be useful.

Audience

Audience is a vital consideration when designing and
producing a media production. Completing some audience
research during the development stage of a production can
be helpful in generating ideas and better understanding the
characteristics and expectations of your target audience.

A target audience is the group that you are hoping to
reach and engage with your production. It is a small and
specific cohort of people, often defined by their gender,
age group, particular interests, culture or geographic
location. Keeping your target audience more precise will
help in making better informed decisions throughout the
production process.
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Developing an audience profile, as shown in Figure 4.2.2,
can help you to focus in on a typical audience member
from your targeted group, along with their characteristics
and expectations. It is a useful document to revisit during
any decision-making.

Knowing what your audience would like to see, hear or
read in the production you are making will help shape your
work and engage the audience more effectively. Research
can also help you to better understand what an audience
may already know about a topic, genre or form and suggest
ways that your production could explore new ground.
Asking your audience to be part of a focus group or
complete a short survey with some purposefully structured
questions could assist with this sort of investigation.

Figure 4.2.3 shows excerpts from three audience
research surveys on a student’s initial concept. Surveying
members of your target audience can help uncover their
expectations and may also assist with generating ideas.

PRE-PRODUCTION

Pre-production is best described as the ‘planning’ or
inception stage. It is a time when decisions about the

form, style, intention and audience of the production

are formalised and acted upon. The finer details of a
production’s concept or narrative are planned, with
thought also given to how the work will best engage and
be delivered to the desired audience. Those responsible for
the project will meet and discuss important considerations
such as aims, timelines and budgets. These decisions help
ensure that a project can actually ‘get off the ground’. The
time spent on careful management of tasks during this
stage helps ensure more productive work in the later stages
of production.

Tasks which commonly occur in pre-production include:
B developing the final production idea or concept

B documenting a specific intention and audience for
the project

B considering the use of technical and written codes in
structuring the product

B developing a synopsis or treatment
B written planning, such as writing a script

m visual planning, such as storyboarding, mock-ups
or flowcharting

B casting talent
B character development and actor/talent rehearsal

B scouting and securing locations
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Audience investigation:

Name: Amelia

Birthday: 10/8/1996

Occupation: Student

Study: Osteopathy

Location: Camberwell

Interests: Running, Reading, Health, Diet
Favourite food: Chocolate

Childhood sweet: Butterfly Cupcakes

More about me: Time poor and cash poor, I
like recipes that are affordable and easy but

still give me the sugar fix I am craving! I like
my food to be pretty too.

FIGURE 4.2.2 A student’s audience profile page for a print
production focused on baking recipes

e List 3 key words that spring to mind when you think of the film genre ‘Drama’
Serious
Struggles
Suspense

® Choose a film that you know (and like) that falls under either of the genres ‘Drama’ or
‘Thriller and specify in a few dot points why you liked it
Catch Me If You Can

The music was really good and appropriate with the theme of the scenes

It has a really interesting story line

The costumes were great and reflected the lives of Frank and the detective

¢ Do you enjoy films that are moving/impressionable?
| like them occasionally but not all the time. | have to be in the mood to watch
them, I'd rather watch an action or Sci-fi film

e Think of a stereotypical murderer. What do they look like? (Feel free to choose a
character from a film you know of or someone in real life (as long as you describe their
appearance t0o))

Super pale and sick looking

Thin

Deranged looking

Like the creepy thin man from Charlie’s Angels

¢ Do you think it's important for a film to have an uplifting resolution? Explain

I think that it comforts me to have an uplifting resolution, | feel uncomfortable
when it ends badly (The Impossible, Romeo and Juliet, Moulin Rouge). | don't think
it is particularly important to have one though, sometimes the best movies have no
resolution and that’s what makes them great. | think having no resolution forces the
audience to think about the message of the film more, which is important as well.

¢ List 3 key words that spring to mind when you think of the film genre ‘Drama’
Performance, acting, action

¢ Choose a film that you know (and like) that falls under either of the genres ‘Drama’ or
‘Thriller’ and specify in a few dot points why you liked it
Good Will Hunting

It was very emotional

The movie felt raw and genuine

The actors portrayed their roles really well

Do you enjoy films that are moving/impressionable?
Yes, they are my favourite type!

* Think of a stereotypical murderer. What do they look like? (Feel free to choose a
character from a film you know of or someone in real life (as long as you describe their
appearance t0o))

Whenever | think of a murderer | think of FREDDY. | see a murderer as a tall, intimidating
person.There are usually dressed in dark, dull clothing and have blood stains on them.
Most of the time they are carrying a weapon and | usually imagine a big knife. They don't
really talk much, it is their actions that make them who they are.

¢ Do you think it's important for a film to have an uplifting resolution? Explain

Not all the time. | believe that some of the most amazing movies are the ones that are
raw and leave you feeling deep emotions like sadness. | always think about the Boy

in the Striped Pyjamas, when | think about a movie that truly left me feeling sad. That
movie didn't have an uplifting resolution but it was still an amazing one. On the other
hand, sometimes | really enjoy watching a happy movie that leaves me in a really good
mood. Sometimes, to escape the harsh reality of the world it is nice to sit down and
watch a feel good movie.

FIGURE 4.2.3 Excerpts from audience research surveys investigating
responses to a student’s initial concept




B determining budget and, if necessary, seeking
sponsorship and funding

finding or employing staff to work in specialist roles
scheduling the timeframe for the stages of production

arranging equipment and props

obtaining permissions for location use, working with
animals, etc.

m considering the final distribution of the product.

Written planning—treatments

A treatment is a written document that explains how an
idea will be ‘treated’ or played out in a production. It is
most commonly used for films and tells the story of what
is taking place on screen, usually incorporating a few
technical details. It is written in present-tense prose and is
often used as the first planning document before a script
is written. Treatments can also be a very useful planning
document for screen productions that have no dialogue,
as they provide a detailed outline of what is occurring in
relation to actors and action, as shown in the following
treatment for a scene in the Australian film Lantana (2001).

LANTANA TREATMENT

When Leon gets home—Iate—he is guilty and
anxious. He lies about where he’s been. Sonya knows
something is wrong—and he knows she knows—but
she says nothing. Next morning, Leon is out jogging,
driving himself, proving that he does not have a bad
heart—or perhaps courting disaster. He runs smack
into another man—a stranger. Leon abuses him, but
then is shocked when the man cowers and weeps. At
home, hurt and smeared with the other man’s blood,
Leon cannot bring himself to describe this glimpse of
male vulnerability; he lies to Sonya, claiming he fell.

At work, he lies to Claudia too: he says he hit his head
on the clothesline. Claudia makes it very clear that she
won’t cover for Leon with Sonya again. Exasperated
(and lonely herself), she berates him for putting his
marriage in jeopardy.

FIGURE 4.2.4 This treatment excerpt paints the picture of what is
occurring in the story on screen.

While treatments are most commonly used for films, it is
possible to use the structure and style of a treatment when
planning a print or online media production. The approach
to writing about this sort of production may be more ‘page-
based’, providing written details of what is read or seen on
each page (see Figure 4.2.5).

Print magazine
—treatment notes

Page 11—DIY headbands

In this article, | wish to create a ‘how-to guide’ to
making headbands out of scarfs. This once again
aligns with my ideas behind sustainable fashion,

as | am looking to encourage those to visit local
charity or second-hand shops, as well as their
family members or friends’ closets to retrieve old,
small scarves. These not only act as neck warmers,
but | believe can double as a quick and easy hair
statement. | will purchase the items within the article,
and then take the photographs on my Canon 700D
and style the model accordingly.

Layout: Soft background, coupled with images
and hand-drawn illustrations. | will also include
photographs of the procedure.

Model: Phoebe G
ADVERTISEMENT—PETA

| also plan for this page to host an advertisement
from PETA, as not only does the brand resonate
with my audience, | wish to capitalise on space
within the pages.

Pages 12 and 13 —Interview with
Oliver Bridgeman

| plan to undertake an interview with Oliver
Bridgeman, as | believe his story and message
strongly correlates to the ethos of my magazine.
Oliver grew up in Toowoomba, and after completing
school, he told his parents he was travelling to Bali
before arriving in Syria to assist those with extreme
situations of poverty and war. However, Oliver’s story
does not stop there. Under intense scrutiny by the
Australian Government, as a Muslim man in Syria,
Oliver has subsequently had his passport cancelled,
with his return to Australia under jurisdictions. |
believe this article will not only inspire, and raise
awareness for those in Syria, but also allow my
readership to reflect on their own life and ambitions
as they pertain to social justice.

Image: Photograph/illustration of Oliver

Photograph: Sourced from Oliver’s Facebook page,
with his permission to use.

Layout: Two columns and header as an image.

FIGURE 4.2.5 Student’s ‘treatment’ for a print magazine
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Visual planning—print magazine It's important to annotate your mock-up so as to include

Figures 4.2.6 and 4.2.7 are the mock-up pages and the final
pages for a student’s print production. Changes that were
made to the initial design are noted in red on the mock-up.

information such as colour scheme, possible font styles and
image details, as these will prove helpful when it comes to
decision-making during the later stages of production.

chocolate flaver coke pops
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