Media Terminology (A-M)

FAN - An enthusiast or aficionado of a particular media form or product.

ACTION CODE - Something that happens in the narrative that tells the audience that some action will follow

ACTIVE AUDIENCE - Audiences who actively engage in selecting media products to consume and interpret their
meanings.

FEATURE - In magazine terms, the main, or one of the main, stories in an edition. Features are generally
located in the middle of the magazine, and cover more than one or two pages.

FRANCHISE - An entire series of, for example, a film including the original film and all those that follow.

ANCHORAGE - The words that accompany an imo%e (still or moving) grive the meaning associated with that image. If
the caption or voiceover is changed, then so may be the way in which the audience interprets the image. Animage
with an anchoris a closed fext; the audience are given a preferred reading. A fext without an anchoris an open text as
the audience can interpret it as they wish.

GATEKEEPERS - The people responsible for deciding the most appropriate stories to appear in newspapers.
They may be the owner, editor or senior journalists. They will only let the stories most appropriate for the
ideology of the paper 'through the gate'.

APPEAL - The way in which products attract and interest an audience e.g. through the use of stars, familiar genre
conventions etc.

GENRE: Media texts can be grouped into genres that all share similar conventions. Science fiction is a
genre, as are teenage magazines, etc.

ATTRACT - How media producers appeal to audiences to encourage them to consume the product.

ATYPICAL -

HOUSE STYLE - What makes the magazine recognisable to its readers every issue. The house style is
established through the choice of colour, the layout and design, the font style, the content and the general
'look' of the publication.

AU%IENTCE CATEGORISATION -How media producers group audiences (e.g. by age, gender, ethnicity) to target their
products.

HYBRID GENRE - Media fexts that incorporate elements of more than one genre and are therefore more
difficult to classify. Dr Who, for example, is a science fiction/fantasy television drama.

AUDIENCE CONSUMPTION - The way in which audiences engage with media products (e.g. viewing a TV programme,
playing a video game, reading a blog or magazine). Methods of consumption have changed significantly due fo the
development of digital technologies

ICONOGRAPHY - The props, costumes, objects and backgrounds associated with a particular genre; for
exclymplea[n a police series you would expect to see, uniforms, blue flashing lights, scene of crime tape and
police radios.

AUDIENCE INTERPRETATION - The way in which audiences read' the meanings in, and make sense of, media products.

AUE()jIEN)CE RESPONSE - How audiences react fo media products e.g. by accepting the intended meanings (preferred
reading).

INTELLECTUAL PROPERTY - A legal concept which refers to creations of the mind for which the owner's rights
are recognised. These rights cover such intangible assets such as music, literary and artistic works;
discoveries and inventions; words, phrases, symbols, and designs.

BRAND IDENTITY - The association the audience make with the brand, for example Chanel or Nike, built up over time
and reinforced by the advertising campaigns and their placement.

INTERACTIVE AUDIENCE - The ways in which audiences can become actively involved with a product, for
example by posting a response to a blog or live tweeting during a television programme.

BROADSHEET - A larger newspaper that publishes more serious news, for example The Daily Telegraph has maintained ifs
broadsheet format.

INTERTEXTUALITY - Where one media product references another text, for example a music video recreating
visual codes that have been used in a film.

CAPTION - Words that accompany an image that explain its meaning

LAYOUT AND DESIGN - The way in which a po?e has been designed to atftfract the target audience. This
includes the font styles used, the positioning of text and images and the use of colour.

CIRCULATION - The dissemination of media products - the method will depend on the media form, e.g. circulation of
print magazines, broadcast of television programmes etc.

LINEAR NARRATIVE - Where the narrative unfolds in chronological order from beginning to end.

COMMERCIAL CHANNELS - These are channels like ITV and Channel 4 that raise their money through advertising, unlike
the BBC which currently gets its money from the licence fee.

MAINSTREAM - These are media products that are the most popular at the time and tend to be the most
conventional.

CONNOTATION - The suggested meanings attached to a sign, e.g., the red carin the advert suggests speed and
power.

MARKETING - This is the way in which an organisation tells its audience about a product. It will use different

ways in order to do this, for example a film company will produce trailers and posters to promote a new film.
PI will also make sure that the stars appear on chat shows and give interviews just before the release of the
iim.

CONVENTIONS - What the audience expects to see in a particular media fext, for example the conventions of science
fiction films may include: aliens, scienfists, other worlds, gadgets, representations of good and evil. Useful headings to
discuss conventions are: characters, setting, iconography, narrative, technical codes and representation.

MASCULINITY - The perceived characteristics generally considered to define what it is to be a man. These
can differ according to sociological variations and cultural changes.

CONVERGENCE - The coming together of previously separate media industries and/or platforms; often the result of
advances in technology whereby one device or platform contains a range of different features. The mobile phone, for
example, allows the user to download and listen fo music, view videos, tweet artists etc. All this can be done through
one portable device.

MASS AUDIENCE - Traditional idea of the audience as one large, homogenous group.

MASTHEAD - This is the title and design of the title of the magazine. The name and font style may give a clue
to the genre

COVER LINES - These suggest the content to the reader and often contain teasers and rhetorical questions. These relate
to the genre of the magazine.

MEDIA CONGLOMERATE - A company that owns other companies across a range of media platforms. This
increases their domination of the market and their ability to distribute and exhibit their product.

CROSS-PLATFORM MARKETING - In media terms, a text that is distributed and exhibited across a range of media formats
or platforms. This may include film, television, print, radio and the Internet.

MEDIA FORMS - Types of media products, for example television, newspapers, music videos.

DEMOGRAPHIC CATEGORY - A group in which consumers are placed according to their age, sex, income, profession,
etc, TPe categories range from A to E where categories A and B are the wealthiest and most influential members of
society.

MEDIA LANGUAGE - The specific elements of a media product that communicate meanings to audiences,
e.g. visual codes, audio codes, technical codes, language.

DENOTATION - The description of what you can see/hearin a media text, e.g. the carin the advert is red.

MEDIA PLATFORM - The range of different ways of communicating with an audience, for example
newspapers, the Internet, and television.

DIEGETIC SOUND - Sound that comes from the fictional world and can be seen, for example the sound of a gun firing,
the cereal being poured into the bowl in an advert, etc.

MEDIATION - The way in which a media fext is constructed in order fo represent the producer of the fext's
version of reality; constructed through selection, organisation and focus.

%STRIBUTIT?wNé The methods by which media products are delivered to audiences, including the marketing campaign.
ese methods
will depend upon the product (for example, distribution companies in the film industry organise the release of the films).

MISE-EN-SCENE - In analysis of moving image products, how the combination of images in the frame
creates meaning; how individual shots in a film or photograph have been composed.

MISREPRESENTATION - Certain social ?roups (usually minority groups) may be represented in a way that is
inappropriate and not based on reality.

ENCODING AND DECODING - Media producers encode messages and meanings in products that are decoded, or
interpreted, by audiences.

MODE OF ADDRESS - The way in which a media text 'speaks to' its target audience. For example, teenage
magazines have a chatty informal mode of address; the news has a more formal mode of address.




Media Terminology (N-Z)

NARRATIVE - The 'story' that is told by the media text. All media texts, not just fictional texts, have a
narrative. For example, magazines have a clear beginning, middle and end. Most narratives are
linear and follow a specific structure (Todorov).

SUB-GENRE - Where a large genre is sub-divided into smaller genres, each of which has their own set of conventions. For
example, the felevision genre can be sub-divided into teen drama, hospital drama, costume drama, etfc.

NEWS AGENDA - The list of stories that may appearin a particular paper. The items on the news
agenda will reflect the style and ethos of the paper.

SUBJECT-SPECIFIC LEXIS - The specific Iongﬁuage and vocabulary used to engage the audience. Subject-specific lexis
used on the front cover of a magazine will make the reader feel part of the group who belong to the world of that
magazine. For example, terminology used on the front covers of gaming magazines.

NICHE AUDIENCE - A relatively small audience with specialised interests, tastes, and backgrounds.

NON-DIEGETIC SOUND - Sound that is out of the shot, for example a voiceover or romantic mood
music.

SYNERGY - The combination of elements to maximise profits within a media organisation or product. For example, where a
film soundtrack sells the film and the film sells the soundtrack.

NON-LINEAR NARRATIVE - Here the narrative manipulates time and space. It may begin in the
middle and then include flashbacks and other narrative devices.

TABLOID - Refers to the dimensions of a newspaper; a tabloid is smaller and more compact in size. However, there are
further connotations attached to the term and it also tends to refer fo a newspaper whose content focuses on lighter
news, for example celebrity gossip, sport and television.

OPINION LEADERS - People in society who may affect the way in which others interpret a particular
media text. With regard fo advertising, this may be a celebrity or other endorser recommending a
product.

TAGLINE - This is the short phrase or slogan that appears in frailers and on posters. It gives a clue to the genre and storyline
of the film and often includes an enigma.

PASSIVE AUDIENCE - The idea (now widely regarded as outdated) that audiences do not actively
engage wiihfmedio products, but consume and accept the messages that producers
communicate.

TARGET AUDIENCE - The people at whom the media text is aimed.

TECHNICAL CODES - These are the way in which the text has been produced to communicate meanings and are part of
media language.

PE%SQNA - The image or personality that someone, for example a celebrity, presents to the
audience.

UNDERREPRESENTATION - Certain social groups (usually minority groups) may be rarely represented or be completely
absent from media products.

PERSONAL IDENTITY This means your ability to relate to something that happensin a text because it
has happened to you.

POLITICAL BIAS - Where a newspaper may show support for a political party through its choice of
stories, style of coverage, cartoons, efc. It may be subtle and implicit, or explicit as in the case of
the tabloids on election day.

VERTICAL INTEGRATION - Vertically integrated companies own all or most of the chain of production for the product. For
example a film company that also owns a chain of multiplex cinemas to exhibit the film and merchandise outlets.

PRIVILEGED SPECTATOR POSITION - Where the camera places the audience in a superior position
within the narrative. The audience can then anticipate what will follow.

VIRAL MARKETING - Where the awareness of the eroduc’r or the advertising campaign is spread through less conventional
ways including social networks and the Internet. Viral marketing is so named because many of the messages use 'hosts' to
spread themselves rapidly, like a biological virus.

PRODUCTION - The process by which media products are constructed.

VISUAL CODES - The visual aspects of the product that construct meaning and are part of media language, for example
clothing, expression, and gesture.

PRODUCTION VALUES - These are the elements of the text that tell the audience how much it cost
to make. A film with high production values will include big name stars, expensive locations or
special effects.

PUBLIC SERVICE BROADCASTER - A radio and television broadcaster that is independent of
gfo;/erTnmenf financed by public money and is seen to offer a public service by catering for a range
of tastes.

Set Texts

REALISM - A style of presentation that claims to portray real life' accurately and authentically.

Film posters Print advertisements

(marketing)

Newspaper front
pages

Magazine front
covers

RED TOP - A British newspaper that has its name in red at the top of the front page. Red-tops have a
lot of readers, but are not considered to be as serious as other newspapers.

REGULATOR A person or body that supervises a particularindustry.

SELECTION AND COMBINATION - Media producers actively choose elements of media language
and place them alongside others to create specific representations or versions of reality.

SEXUAL OBJECTIFICATION - The practice of regarding a person as an object fo be viewed only in
terms of lf?elr sexual appeal and with no consideration of any other aspect of their character or
personality.

Pride (November The Man with the
2015) Golden Gun (1974)
GQ (July 2016) Spectre (2015)

The Guardian

(4 September 2015)
The Sun

(18 December
2013)

Quality Street (1956)
This Girl Can (2015)

SIGN/CODE - Something which communicates meaning, e.g., colours, sounds. The meaning of the
sign may change according fo the context, e.g., the colourred can mean passion, love, danger or
speed depending on how and where it is used.

SPECIALISED AUDIENCE - A non-mass, or niche, audience that may be defined by a particular
sgcdlql_gro)up (for example young, aspirational females) or by a specific interest (for example
skydiving).

SPLASH The story that is given the most prominence on the front page of a newspaper.

STEREOTYPE An exogézero’red representation of someone or something. It is also where a certain
group are associated with a certain set of characteristics, for example all Scotsmen are mean,
blondes are dumb, etc. Stereotypes can be quick ways of communicating information in adverts
ong‘dramos, e.g. the rebellious teenagerin a soap opera, as they are easily recognisable to
audiences.
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GCSE MEDIA THEORIES

Audience

Blumler and Katz’s Uses
& Grdtifications Theory

Media consumers choose types of media that fulfil one or more of
these needs:

SURVEILLANCE - They need to be informed and educated about
the world in which they live.

PERSONAL IDENTITY — They need to identify personally with
characters, ideas and situations in order to learn more about
themselves.

PERSONAL RELATIONSHIPS — They need to use the media as a
talking point (whether in real life or online) for social interaction.
DIVERSION - They need to escape from their ‘daily grind’ into
other worlds and situations. They need to be entertained by a
range of well constructed texts.

Hall’'s Audience
Reception Theory

Stuart Hall felt that audiences were active not passive and could
decode (read) fexts in one of the following ways:

PREFERRED READING: The audience accepts the dominant
reading of the text and interprets the text in the way that the
producer of the text intended.

NEGOTIATED READING: The audience accepts some of the text
and disagrees with others, therefore negotiating the acceptance
of what is presented to them.

OPPOSITIONAL READING: The audience does not agree with the
values/beliefs/ideology of the text or its content.

Two step flow
theory

This theory asserts that information from the media moves in two
distinct stages:

1.
2.

Indi:j/_iduols (opinion leaders) who pay close attention to the mass
media.

Opinion leaders pass on their own interpretations in addition to
Thedgcfuol media content which are then accepted by an
audience.

Opinion leaders are quite influential in getting people to chonge their

attitudes and behaviours and are quite similar to those they in

uence.

Young and Rubicam’s audience categories

Young and Rubicam’s psychographic theory identifies the varying
personoh’ry characteristics a target audience may have:

Mainstreamer - Seeks security. Tend to be domestic, conformist,

conventional, sentimental — favour value for money family brands.

Nearly always the largest group (mainstream audience)

Aspirer - Seek status. Materialistic, orientated to image and

appearance, persona and fashion. Typically younger people,

clerical and sales jobs.

Succeeders - Seek control. Strong goals, confidence, work ethic,

and organisation. Supports stability. Typically higher management

and professionals.

Resigned - Seeks survival. Rigid and authoritarian values.

Interested in the past and tradition. Typically older people.

Explorers — Seeks discovery. Energy, individualism and experience.

Values difference and adventure. Younger demographic/

stfudents.

Strugglers - Seeks escape. Alienated and disorganised. Few

resources beyond physical skills. Buys alcohol, junk food, lottery

fickets. DE demographic.

Reformers — Seeks enlightenment. Freedom of restrictions and

ﬁersonol growth. Social awareness and independent judgement.
as aftended higher education.

Narrative
- Todorov argued that nearly all narratives (storylines) followed this 5 part structure:
oY 1. EQUILIBRIUM: the setting is established, key characters are introduced and the storyline is set up. (Could also be
>2 called normality.)
4 5 2 DISRUPTION: oppositional characters appear and upset the equilibrium (perhaps they create a problem.) The
& situation becomes more complicated as the story progresses.
i ox 3. RECOGNITION OF DISRUPTION: the lives of the characters and events are interwoven. Tension builds throughout this
>>C section, which is often the longest.
°% 4 ATTEMPT TO REPAIR DISRUPTION: the lives of the characters and events are interwoven. Tension builds throughout
S5 this section, which is often the longest. ) o )
oz 5 RESOLUTION: the problem is solved/questions answered. A new, different equilibrium is established. The new
equilibrium is different because life has been changed by what happened.

] Propp argued that traditional narratives contained seven common character types:

k] 1.  THE DISPATCHER: sends the hero on his quest.

<) 2 THE HERO: main character (protagonist) who seeks something. This character drives the narrative forward.

85 3. THE HELPER: supports/aids the hero.

Gk 4. THE DONOR: provides information. The donor could also be an obJecT which has some magical property.

we 5. THE MESSENGER: usually provides a message which disrupts the hero's quest (through false claims).

g_-i’ [ THE VILLAIN: opposes or blocks the hero’s quest (cm’rcngomsfz3

) 7 THE PRINCESS/THE PRIZE: the reward for the hero and is an object of the villain's scheming. This characteris often
o passive.

c +  Strauss argued that we understand the meaning of words by comporlng them to their ‘binary opposite’ (exact

- Z*'Q opposite, For example, the undersfondlng of the word ‘coward’ deﬁends on the difference between that word and
25 its opposing idea, that of a ‘hero’. Other common oppositions are the youth/elderly, masculinity/femininity,

5cg good/evil, us/them.
5Qa « Levi-Strauss noticed another feature of ‘binary opposites’: that one side of the binary pair is always seen by a

° particular society or culture as more valued over the other.
ngUlst Roland Barthes described codes which are woven into any narrative:

4 Enigma Codes: this refers to any element of a story that is not fully explained and hence becomes an em?mo a
5 mystery) to the reader. The purpose of enigma codes is typically to keep the audience guessing until the final scenes

1= when allis revealed.

2g + Action codes: this refers to signifiers of the action in the media text and they add suspense and build fension

“w O +  Cultural codes: this refers to anything that is widely accepted and is assumed to be a foundation for truth. For

oY example widely accepted ‘'magical truths’ in fantasy stories.

£ * Symbolic Codes: this code is about symbolism within the text. This means that connotations of signifiers can be

3 placedin a broader context or meaning. For example, how Eva Smith is a symbol for the suffering of both women

and working classes in Edwardian society.

Representation

Mulvey's Male

Laura Mulvey argued that women were objectified in TV and film because heterosexual men were in
conftrol of the camera. When the camera puts the oud|ence into the perspechve of a heterosexual
man, the male gaze occurs. It may linger over the curve’s pf a woman's body, for instance. The

Gaze woman is usually displayed on two different levels: as a sexualized object for both the characters
within the film, as well as the spectator who is wotchmg the film. The womon is passive to the active
gaze from the man. This adds an element of ‘patriarchal’ order.

Butler's Judith Butler, in her gender performohvﬁy ‘rheory argues that gender is a social construction. She
ender believed that the concepfts of ‘Masculine’ and ‘feminine’ are created through repetition in media

performativity

fexts.

Socio-economic demographics

Top management, bankers, lawyers, doctors, highly salaried

A professionals.

B Middle management, teachers, many ‘creatives’ e.g. designers,
(o] Office supervisors, junior managers, nurses, specialist clerical staff
c2 Skilled workers, tradespersons (white collar)

D Semi-skilled and unskilled manual workers (blue collar)

Unemployed, students, pensioners, casual workers

Gilroy's Paul Gilroy has consistently argued that beliefs about racial identities are historically constructed -
postcolonial formed by colonialization, slavery, racial hierarchies and nofions of otherness. He suggests that as a
theory on result the media focuses on differences between races rather than commonality. The criminalization of
ethnicity immigrants in the British media supports Gilroy’s theory.
Media Language
Barthes put forward the idea that texts communicate their meanings through a process of signification.
He suggested the idea that signs can function at the level of:
, + denotation, which involves the ‘literal’ or common-sense meaning of the sign
Barthes - hichi | h . ! ith he sian i h
Semiotics * connotation, which involves the meanings associated with or suggested by the signi.e. arose has

connotations of romance and love.
He argued that some connotations seem self-evident and natural i.e. that a rose has connotations of
love and romance is something that people feel is a ‘natural’ association.




Newspaper Music Video

Types of Context

Galtung and Ruge (1965) identified several
factors for news stories:

Goodwin’s Theory on Music Videos

Andrew Goodwin stated that there
were three different ways in which the
producer’s assessment) music video can connect back fo the
Visual Imperative: stfrong pictures make song itself. These are:

stories. E.g.. The story of a ferry capsizing in 1. lllustration: music videos use
Venezuela would not normally make front certain images and shots to
page newsin the UK. However, if there literally present the meaning of
were dramatic photographs then might the lyrics to the audience. Bad

Threshold: when news becomes interesting
enough to print, (according to the

well. Blood is an illustrative video.
Negativity: take normal for granted. 2. Disjuncture: the music video
Deviant is newsworthy — crime, disaster, seems fo be entirely unrelated to
famine the meaning of the song. These

videos often tend not to make
much sense!

Ampilification: here the director
may use both performance and
narrative with connotations of the
meaning of the song. As a
concept video, Freedom is an
example of amplification.

Unexpectedness: presenfing news as
unexpected, evenifitreallyis. E.g.. At
Christmas reporting on homelessness, which 3.
is actually going on all year round; when Sir
Bob Geldof releases Band Aid single again,
focus on starving in Africa efc.

Unambiguity: news needs to be clear and
simple. Highly complex situations are
presented as simple

Personalisation: stories presented through
the experiences of individuals. E.g..
National Health Service waiting lists
focusing on Baby X waiting for heart
transplant or 80-year old Mary Smith waiting
for a hip replacement.

Historical

Examining texts according to their historical context means understanding:

O how genre conventions are historically relative (linked to the time they were
produced)

O the effect of historical context on representations (i.e. a 1950s stereotypical woman
is very different to the stereotype today).

Q the relationship of recent technological change and media production, distribution
and circulation

Q the way in which different audience interpretations reflect historical circumstances

Social and

Cultural

Examining texts according to their social and cultural context means understanding:

O how genre conventions are socially relative (reflect what ideas/attitudes are

important, fashionable or valued in society)

the effect of social and cultural context on representations

how and why particular social groups, in a national and global context, may be

underrepresented or misrepresented

O how audience responses to and interpretations of media products reflect social
and cultural circumstances

(mfm]

Economic

Examining texts according to their economic context means understanding:
how media products relate to their economic contexts in terms of production,
distribution and circulation in a global context

Q the significance of patterns of ownership and control

Q the significance of economic factors, including funding

Political

Examining texts according to their political context means understanding:

Q how media products reflect the political contexts in which they are made through
their representations, themes, values, messages and ideologies

Q how media products reflect the political contexts in which they are made through
aspects of their ownership and political orientation, production, distribution,
marketing, regulation, circulation and audience consumption.

Take it Further: A Level Theories

Maslow’s Hierarchy of
Needs

Advertising

Although this theory is based on psychology (right), aspects of it can be applied to
media products.

NEED TO SURVIVE: used by advertisements for food, drink, housing, efc.

NEED TO FEEL SAFE: odverﬂsemems for insurance, loans and banks promise security and
freedom from threat:

NEED FOR AFFILIATION OR FRIENDSHIP: advertisements that focus on lifestyle choices
like diet and fashion uses people’s desire to be popular. They may also threaten them
with the failure to be liked or fitin

NEED TO NURTURE OR CARE FOR SOMETHING advertising which shows cute animals
and small children brings this out in the viewer.

NEED TO ACHIEVE: advertisements that are
linked with winning, often promoted by
sports personalities, tap info the need to
succeed at difficult tasks.

NEED FOR ATTENTION: advertisements for
beauty products often play on the need
fo be noticed or admired.

NEED FOR PROMINENCE: advertisements
for expensive furniture and jewellery ma
use people’s need to be respected and to
have high social status.

NEED TO DOMINATE: advertisements for
products like fast cars offer the possibility
of being in control through the product,
NEED TO FIND MEANING IN LIFE:
advertisements for travel or music may
appeal to people’s need for fulfilment.

MASLOW'S ‘
HIERARCHY
OF NEEDS

Representation:
Lisbeth van Zoonen

;/o? Zoonen put forward the following ideas about gender representation in media
exts:

-that gender is constructed through discourse (Ionguoge) and that its meaning
varies according to cul‘rurol and historical context

-that the display of women's bodies as objects to be looked at is a core element of
western patriarchal culture

- that in mainstream culture the visual and narrative codes that are used to construct
the male body as spectacle differ from those used to objectify the female body.

Audience:

Clay Shirkey

Clay Shirkey put forward the idea that audience members as passive consumers of
mass media confent is no longer plausible in the age of the Internet, as media
consumers have now become producers who ‘speak back fo' the media in various
ways, as well as creating and sharing content with one another.

Regulation: Livingstone

and Lunt

lemgsfone and Lunt argued:
the idea that there is an underlying sfruggle in recent UK regulation policy between
the need to further the interests of citizens (by offering protection from harmful or
offensive material), and the need fo further the interests of consumers (by ensuring
choice, value for money, and market competition)

+ theidea that the increasing power of global media corporations, together with the
rise of convergent media technologies and transformations in the production,
distribution and marketing of digital media, have placed fraditional approaches to
media regulation at risk

Postmodernism: Jean

Baudrillard

Baudrillard argued:

» theidea that in postmodern culture the boundaries between the ‘real’ world and
the world of the media have collapsed and that it is no longer possible to distinguish
between reality and simulation

+ theidea thatin a postmodern age of mediation of reality by media producers
through 5|gn|f|ers we are immersed in a world of images which no longer refer to
anything ‘real’

+ theidea that mediaima
the reality they suppose

es in media texts have come to seem more ‘real’ than
y represent (hyperreality).



POKEMON GO Context

Product Context - Produced by Niantic and in collaboration with
Nintendo, Pokémon Go is an augmented reality video game for iOS and
Android devices. i ]

* Using the same technology as Google Maps, Pokémon Go relies on
players’ GPS to allow them to locate, capture, battle and train virtual
creatures called Pokémon in the real world.

* Pokémon Go had an extended launch, being released in Australia,
New Zealand and the United States first on July 6th 2016, and then in
other countries (e.g. South Korea in January 2017).

* The game is free to download and play but there is the possibility to
spend real money purchasing PokeCoins, the in-game currency, to get
extra items and enhancements.

Social and Cultural Context — Pokémon's status as a globally popular
franchise has left a significant mark on today's popular culture. The
Pokémon characters themselves have become pop culture icons. Aside
from the thousands of merchandise items available, there has also been
a Pokémon travelling theme park in Japan, two different Pikachu
balloons in the Macy’s Thanksgiving Day Parade and All Nippon Airways
even operates Pokémon Jets. Given the success of the franchise, it was
probably safe o assume that a ground breaking video game was
always going to be successful.

Although Pokémon Go has been hugely successful, the game does
have its downsides. Within its first two days of release, Pokémon Go
raised safety concerns among players. Multiple people also suffered
minor injuries from falling while playing the game due to being
distracted. In addition, police departments in various countries have
issued warnings regarding inattentive driving, trespassing on other
people’s property and being targeted by criminals due to players being
unaware of their surroundings. In addition, there are all of the obvious
risks associated with online social media — not knowing who you're
chatting fo, keeping personal information safe, concerns around
arranging to meet strangers offline.

Technology and Convergence

For an industry to survive over forty years, it has to constantly evolve and
serve the needs of its audiences. The video games industry has done just
that. By 2010, virtual reality and augmented reality were emerging as
maijor drivers for game hardware and gameplay development. There
was also a huge rise in casual gaming through mobile devices.

* In 2016, the mobile gaming market was esfimated fo have taken $38
billion in revenue. This is where Pokémon Go stepped in.

Funding

Within days of its release, the game managed to break records set by other games in the Apple iTunes
Store. It did this by moking the app completely free to download and play so how does it make any money?
* A big part the game'’s revenue is generated through the in-app purchases. Players can buy PokéCoins fo
purchase exiras that can enhance their gaming experience — power ups, exira PokéBalls, lures and
character upgrades. A YouGov survey estimated that one in five players of Pokémon Go spend money on
in |<:1p|0 purchases with the majority of those users spending between 80p and £14.99 in the first month of its
release.

* Throughout the year, the game holds limited time in-game ‘events’ such as Halloween. During the event
users are more likely to see ghost Pokémon, the % me pays out double candy (a resource needed to
upgrade and evolve Pokémon) and drastically shortens the distance you needed to walk before a player’s
buddy Pokémon produces candy. Therefore, in-game time is more lucrative for users who are able to
upgrade their Pokémon collection quicker. It was no surprise then that, during this event, users increased
the|r spending on in-app purchases.

* In addition fo in-app purchases, Niantic makes money from “sponsored locations” — businesses such as
McDonalds, movie theatres and pubs pay to show up as prominent locations in the game. In the UK, many
small businesses are exploiting their status as Pokéstops to fry to atfract new customers, some even use lures

—in-app features that furn Pokéstops info magnets for Pokémon - to attract more customers.

Regulation

% ratings are systems used to ensure that entertainment content, such as computer games, are clearly
labelled by age according to the content they contain. Age ratings provide guidance to consumers
(particularly parents) to help them decide whether or not fo buy a particular product. The rating on a game
conﬁrms that it is suitable for players over a certain age.

¢ In 2012 the PEGI system was incorporated into UK law and The Video Standards Council was appointed as
the statutory body responsible for the age rating of video games in the UK using the PEGI system.
* Pokémon Go was awarded a PEGI 3+ rating in the UK. However, there is still some confusion for users as, in
the iOS app store, it is stated as being suitable for those aged 9 years and over due to m|Id fantasy violence,
and the lobby group Commonsense Media say it is really only suitable for children aged 13 years and over
due fo privacy and personal safety concerns. Perhaps the wide variance in this age guidance is a sign of
just how ground-breaking Pokémon Go is.

The Pokémon Franchise

«  Pokémonis a media franchise that started in 1995 and the frademark is owned by Nintendo.

* The franchise began as a pair of video games for the Gameboy yet now spans video games, frading
card games, animated TV shows and movies, comics, books and toys.

» |tis the second best-selling video game franchise behind Mario and is one of the highest grossing media
franchises of all fime.

« The Pokémon franchise has been in existence for more than two decades due to its adaptive nature and
has built up a huge fan base during that time.

Audiences

While Pokémon'’s target audience is young boys, Pokémon Go seems fo have captured the
|mog|nohon of a much wider demographic.

¢ Pokémon's core fan base - those that saw the first film and have been a follower ever since
—were another obvious target audience group, but given its innovation there are actually
many more gamers than moybe even the creators could have imagined.

* Inifs first month, the game's average player demographic was categorized as a highly
educated, well-paid, 25-year-old white woman. Now the craze has settled down, a YouGov
survey shows that, demogrophlcolly speokmg the overo% e playeris oged 18-34, enjoys
Kupder Smirnoff and Domino’s Pizza and is *more likely to be unmoftivated” than the average
citizen.

¢ Knowing their audience so well means the game has created more marketing opportunities
both forifself and for others.

Targeting Audiences

If we consider Blumler and Katz's Uses and Gratifications theory, we could argue that
audience members play simply for entertainment/diversion from their everyday lives.
However, another mainreason people take part is for the social interaction the game offers.
With so many other people playing it, there is always someone to discuss it with, not fo
mention the online community on Twitter and Facebook. Users are even able to use the in-
app camera to snap themselves with a Pokémon, then upload to social media if they wish.

Blumler
and Katz's
Uses and
ns Theory

Gratificatio



Luther Context

Programme Facts-

-irst released in the UK on 4" May 2010 on BBC 1 in a 9pm
timeslot (after the watershed which enables the show to
tackle its subject matter in @ manner that is more violent
and blood splattered than is usual in the genre) )
Produced by BBC Drama Productions (evidence of high
production values)

Created by Neil Cross
Stars |dris Elba in the lead role . )

Elba has success in the US in the crime drama ‘The Wire'
and the sitcom ‘The US Office’ (therefore had global
appeal to audiences)

Broadcast in the US in October 2010 )

Made available on DVD, Netflix and Online
4 series have so far been broadcast (as of 2017)
(evidence of infernational success)

Codes and Conventions

angry policeman

shocked suspect

interviewroom . . o

the story of the police trying to find the criminal

serious music

dim lighting. )

the subjecftis law and order versus crime

Power struggles between divisions of the police, between
the police and government or chain of
command/bureaucracy. .

verisimilitude - the audience can recognise the
representations of ‘ordinary’ people in'everyday
environment

Teamwork . . . .
Father/son relationship between experienced detective
and sidekick. L .

M”CIID detective with difficult home life

villain

Intertextuality

rights leader, opens up significant discussion points

for diversity and equality.

g : The connections to Martin Luther King, the civil
o d

Martin Luther, the monk and leading figure in the
rotestant reformation, has significant links with
uther and his relationship with Lucifer (the devil).

Oxford University — The audience are aware that
Oxford is a presfigious university. The fact that
Alice goes there at 13 connotes that she is
exceptionally intelligent.

Luther seems 1o borrow many of the noir fropes in
the characterisations and |conog%rophy. The long
overcoat and bold red tie seem to develop the
fraditional hat and overcoat from the early noir
days. The dimly lit offices and locations seem to
borrow heavily from the chiaroscuro style of the
50s and 60s.

A considerable number of fan references are
made to Alice’s image matching that of the
‘wicked witch' in fairy tales. Cerfain fan images
include her holding an apple, creating
iconography that she is evil.

Alice’s bold red lipstick, pale skin and red hair also
has links to the femme fatale trope from the film
noir genre. It sets up ideas of her manipulating a
man to get him to do what she wants.

Stock Characters

Lutherrevolves around a central character, a single-minded policeman, John Luther (played
by Idris Elba). Like many TV police officers, Luther prefers fo work alone, until he is reluctantly
forced to accept a partner, Luther’s marriage has broken down, a consequence of the fact
that the job always comes first. Lutherisn’t airaid to break the rules to get results; in episode
one he forces enfry info a suspect’s apartment to get the evidence he needs to crack the

Luther: The case.

troubled but . . . .
brilliant Luther is also an astonishingly perceptive detective, able fo perform almost superhuman feats

detective of deduction in the manner of Sherlock Holmes. In episode 1, he deduces that Alice Morgan
is the killer, based on the fact that she fails o Yown after he does so deliberately during an
interview. Such brilliant deductions are typical of police officers in this genre, which fend to
represen‘rfpoh.ce. work as a feat of individual brilliance and insight, rather than a poms‘ro!(m%
prolcess |od)bundmg a case over months of laborious evidence gathering (as is the case in the
real world).

Luther's sidekick is the well meaning, DS Justin Ripley, played by Warren Brown. Ripley
specifically asked to be posted with Luther, such is his hero worship of the central character.
\RAllpIey fulfills an essential function in the narrative, a role that can be traced back to Dr
DS Justin atson in the Sherlock Holmes stories. He is there to ask the questions that the audience
Ripley: the needs answered, forcing Luther o vocalize his process of reasoning. Ripley also carries out a
sidekick lot of the dull research off-screen, bringing the results fo Luther and the audience once the
work is done. Partners are often represented as less intelligent and less exciting than the main
detective and that is the case again here.

The Femme Fatale is a stock character from the relo’red.?enre of Film Noir and Luther features
such a characterin the person of Alice Morgan (Ruth Wilson). Alice is suspected of murdering
her parents in episode 1 of the first series but Luther fails to gather the necessary evidence to

Alice convict her. Subsequently, she refurns throughout the series, carrying on an obsessional
Morgan: the | infatuation with Luther which seems threatening yet erotic. While Luther continually tells Alice
Femme that he can't see her anymore, he can'f resist seeing her again and again. Alice is an unusual
Fatale character for a TV series, the Femme Fatale being a more familiar character in cinema.
DSU Rose Luther's boss is DSU Rose Teller, an example of a female police officer in a position of authority
Teller: the which has become more common on TV screens since the landmark series Prime Suspect,
grumpy, featuring Helen Mirren as DCI Jane Tennison. Rose is just as tough as the men she commands,
world weary | fylly prepared to make life and death decisions.
detﬁchve in
charge.

Zoe, Luther’s wife, is seen in early episodes at work as a high flying lawyer. She is clearly a
Zoe Luther: successful career woman and not prepared to be faken for granfed by her police officer
d%?nsl:el-i?\r-' husband. However, as the series goes on, she is increasingly used as a damsel in distress type
ht distress of figure that Luther needs to rescue. This is shown when she is attacked by Alice Morgan and
immediately phones Luther because she is scared. Itis also shown when her new partner,
Mark, confronts Luther on her behalf.

Narrative

» Restricted Narration occurs when the audience learns narrative information af the same time as the central characters.
Conventional crime drama shows use this form of narration as part of the “whodunit” formula. Luther |s;)erhops unusual in his respect
as the audience is made aware of the identity of the killer very early in episode 1. This shifts the focus of the narrative from who did it,
to how are the police going to catch them, . . .

»  Omniscient Narration occurs when the audience has more information than the characters. In Luther, the audience frequently
knows more about the identity of the killer then the police do. o o .

+ Mixed Narrative is used when a TV Show has some plot elements that are wrapped up within an individual episode but other plots
that continue across several episodes, or even series.

Luther features a mixed narrative for much of series 1. Each episode contains a self contained case that is solved within the hour long

episode. A crime is committed at the start which is then investigated by Luther and his colleagues, reaching a climax at the end with

me suﬁclessfuj apprehension (or at least identification) of the murderer. However, there are three main storylines which continue over
e whole series:

1. the ongoing on-again-off-again relationship with his wife, Zoe

2. the storyline between Alice Morgan and Luther . .

3. the storyline of whether Henry Madsen will wake up from his coma and report Luther's crime



Representation

Opening sequence: High angle long shots are used to show Madsen making him seem small and threatening. Low angle medium or close up shots show Luther making him
dominant, angry and threatening. This conforms with the ethnic stereotype of ‘thuggish black men’. At first fhe viewers lead to think that Luther is the criminal in this scene.
Additionally it Tooks like he is wearing a hoody these dress codes conform to this stereotype making the viewer just suppose he is the criminal chasing an innocent white guy.

The setting for the first scene is in an abandoned factory, this type of run down urban area is the sort that is typically associated with gangs, thugs and crime . This stereotype
helps the audience to think that Luther is the villain in this scene. When he catches the white man on the catwalk we hear him speak for the first time, he speaks with a
‘street’ accent which once again makes him conform to the stereotype.

There is a use of parallel editing in the scene where he is questioning the white man. Whilst the white team of police are shown fo be going by the rules and being very
formal and showing full respect to each other calling their boss “mom™” etc. Whereas Luther is shown to be doing the gritty dirty work. This is stereotypical of a black man to
not follow the rules and be doing the ‘dirty work’ rather than the white person.

Ethnicity

Luther’s character: Luther, from the very outset, challenges the stereotypical representafions of black men in Crime Dramas. The opening sequence relies heavily on a
negative representation as the audience might be tricked info thinking Luther himself is the criminal who is chasing the white character in the suit. Crime Dramas have
historically negatively portrayed black males as the villain being chased down by white detectives. Luther’'s unconventional approaches to solving crime may be picking
up on some of these fropes: suggesting he challenges expectations of a detective. The actress Indira Varma, who plays Zoe Luther, has a diverse ethnic background and
this plays no role in the ethnic representation of her character; possibly this shows how contemporary the programme is in its handling of the representation of key
characters. With both the key villains of the episode being of the Caucasian/white ethnicity it possibly shows a progression in the management of stereotypes.

Alice Morgan manages to both support and challenge the ideological and typical representations of femininity in the episode. The vulnerable victim appears first:
frembling, scared and lost as she exits her house before transforming into the calm and collected character answering Luther’'s questions in the interview room. Itis the very
inff‘roc‘rion blefween"AIice and Luther that propels her to explore the many dark parts of her personality and subverts our expectations of a female characterinto a powerful
and manipulative villain.

DSU teller brings us the powerful and authoritative and heroic woman, in charge of many male characters, but it could be suggested that many of her mannerisms and
even dialogue carries many tough masculine traits developed through a career working as ‘one of the lads’. Her authority is later challenged by a male character who we
know very little about but this suggests that Rose is not as autonomous as we first believe.

Femininity

Zoe Luther is by far the most negatively represented female character; vulnerable, weak and driven by romance and the need for a manin her life. She has a high-
powered job role but the fact that it is a ‘humanitarian-lawyer’ arguably projects a much more caring and nurturing side to her personality.

The flaws of each character’s femininity are key narrative components that drive the development in the episode and beyond through the rest of the series.

Luther, gives a very mixed view of masculinity with alpha-male Luther going through a rollercoaster of emotions during the episode. The vulnerability of his psychological
state is directly contrasted by his freatment of his wife in her office and at their house. The aggression and unstable behaviour supports the negative representation of male
characters who struggle getting this own way. The masculinity of Luther clearly has a weak spof; this is the feminine confrols of the characters of Alice, Zoe and Rose who all
serve to undermine a different element of his masculine portrayal.

The police station is primarily full of male police officers: only being subverted by the most senior person being the female character Rose Teller: this is later further
undermined by her being challenged by a senior male character.

Justin Ripley arrives in the narrative as a new sidekick who has idolised and been in admiration of Luther for a long time. This is a character who doesn’t necessarily worry
about the masculine fropes he should be presenting when admitting his desire for Luther’s partnership.

As the series continues the different versions of masculinity are explored further through DCI Reed who is flawed through corruption and Mark North, Zoe's boyfriend, who
shows a more modern and gentle approach to masculinity.

Masculinity

In Luther we have multiple representations of the dark side of crime with a focus on the more serious offences. The detectives are seen to deal with incidents such as serial
killers, murderers and armed robberies. There is a distinct lack of Brocedurol elements (uniformed offices, forensics, etc.) being shown in the episode as the director clearly
believes the best dramatic conflict comes from the relationships between the key characters. Luther, as the central protagonist, is fundamentally flawed and seems to
regularly go against what is expected from a detective. DSU Rose Teller acts as the calm, stead influence in his life: regularly referring the Ie%ol ramifications of his decisions
to fry and keep him in line and encourage him to do things correctly. Luther’'s own colleagues seem to suspect him of bending the rules with regards to how he carries out
justice. The opening sequence allows the audience fo see that Luther, while fundamentally wanting to stop criminals, is taking whatever measures necessary to protect and
save those who are vulnerable.

Crime and Police

Regulation

Luther carries a 15 rating in the UK and was
broadcast beyond the watershed at 2om.
When the programme was released in the
USA it carmied a TV-MA rating which
suggested the content was not suitable for
those under 17 years old. The main reason
for these regulatory guidelines is the
depiction of crime, blood, violence and
swearing. . .

Across all four series there is also a reference
to sex and prostitution and the very nature
of the lead character working the Serious
Crime Unit suggests that the narrative would
contain these mature themes.

Synergy

Luther's music was composed by
Paul Englishby and 3 seasons of
music was released by an
Independent Record Label called
Silva Screen Recordings in 2013.
The lead song was ‘Paradise
Circus’ by Massive Attack which
came off their 2010 album
Heligoland. Writer Neil Cross wrote
and published Luther based
fiction through the US Publishers
Simon and Schuster, these were
infended to fie in to the BBC
programme.

Funding Models

Luther is broadcast on the BBC. The BBC is the UK's
primary Public Service Broadcaster. They have a
clearremit, set out by a royal charter, to provide
audiences with a diverse mix of content that
Educates, Entertains and Informs. Luther, as a
contemporary TV Crime Drama, fundamentally fulfils
the BBC's aim to entertain its audience. The BBC
would have been able to make a profit when the
episodes were screened in the US as BBC America is
a commercial funded channel that relies on
advertising revenue to make programmes. Luther
was seen as a success by BBC America and by
Series 4 was increasing US Audiences by 87%.

Convergence

Luther was, after initial broadcast on BBC One,
made available on the BBC's online platform. This
allowed users 30 days to watch the programme
affer ifs initial release. .
BBC iPlayer also re.fgulorly.offers the entire ‘box set’
of Luther through ifs BBC iplayer app and since 2015
through BBC store (an online Video on Demand site)
as a permanent purchase. This is directly reflecting
the reduction in DVD production. .
Luther is also available on Netflix and since 2016 the
4t series has now been added, allowing users to
mofch the programme on portable devices and on
e move.



THIS GIRL CAN ADVERT context

Media Language

Background Context: This Girl Can is a national campaign developed by Sport England (a

government body*).

+ The purpose of the campaign is to break down the primary (main) barrier holding women
back from participating in sport — the fear of judgement.

+ The campaign seeks to target and celebrate ‘active women who are doing their thing,
whatever that may be, no matter how well they do it, no matter how they look or even how
red their face gets’.

+ The campaignis currently funded by the National Lottery and backed by a government
body, Sport England; there is no commercial aspect to it at all (they do not make money
fromit).

*A government body is a permanent or temporary organisation that is responsible for specific

initiatives

Social and Cultural Contexts - Sport England carried out a lot of research fo figure out why
there was such a big gender gap in sports participation. They discovered that two million fewer
14-40 year old women than men partake in sport regularly and they wanted to understand
why.

They discovered that:

»13 million women said they would like to participate more in sport and physical activity.

nJust over 6 million of these are not currently active at all.

»Fear of being judged was the number one barrier for most women who felt they were unable
to participate in physical activity.

As a result of the campaign, 1.6m women have started exercising and the number of women
playing sport and being active is increasing faster than the number of men.

Central image: A medium shot of a woman in her thirties, exercising. Unlike many advertising
campaigns, this female is not a celebrity. By purposefully avoiding using a sporting legend or an
athletic goddess, the campaign is able to target ordinary women of all ages, encouraging them to
take part in sport and showing them that they can achieve.

Using an ordinary woman makes her familiar and relatable. The female in the image has her hair
scraped up into a ponytail, she is sweating a lot and her clothes are not what society would
consider fashionable.

The dominance of this image suggests she is the protagonist of this narrative (the ‘hero’ according to
Propp's character theory). She is heroic because she is embracing sport; she doesn't appear to
care what anyone thinks and has shed any inhibitions. She is an inspiration to other women as it is
obvious from her facial expression that she is really enjoying herself and is completely lost in the
moment.

Across the image is what the campaign itself calls a mantra, “Sweating like a pig, feeling like a fox.”
The campaign has taken a derogatory (critical) comment, “sweating like a pig"” and turned it into
something more positive. This mantra challenges the unattractive connotations of ‘sweating like a
pig’ and suggests that by working out you will become more attractive, “like a fox” - a fox being a
young, beaufiful lady.

Towards the bottom (but still central) is the name of the campaign, or brand logo, “This Girl Can”.
This is a very positive statement with connotations of determination and success

If you were unaware of this campaign, the limited text and unusual image would act like an enigma
code (Barthes) for the audience, as we want to find out who this character is and what the advert
means by, “This Girl Can”.

In the top left hand corner of the advert, there is the hashtag “#thisgirlcan” connecting readers to
the campaign’s social media pages, should they wish to follow it or find out more, and there are
logos for the producers of the campaign — Sport England and the Lottery.

Use of the hashtag will hopefully connect women with like-minded others and bring a sense of social
cohesion. It also allows the print campaign to take readers to the complete YouTube advert,
allowing them to understand the campaign and see more positive representations of women
enjoying sport.

Representation of femininity

potential.

1 1 f‘-/ » The processes of selection and production have been carefully managed. This advert, like the others in this campaign focuses
]. {e a \ brands. '

The campaign’s agenda is to encourage women to participate in physical activities by challenging the dominant ideology in

society that women are weaker. In order to do this, the campaign represents women extremely positively.

» Stereotypically, women have often been thought of as the weaker sex and often less successful, particularly where sport is
concerned. However, this advertising campaign is seeking to challenge these stereotypes and convince women of their

+ The female in thisimage is portrayed from a positive viewpoint: she is represented as independent, confident and happy. There
is a clear focus on her face, showing an expression of enjoyment and fun. By selecting such an image, the producers are
seeking to challenge the sexism and male dominance in sport.

on ‘real’ women. There is no glossy finish and it doesn’t resemble any of the high-end adverts produced by commercial sporting

+ The females are supposed to be seen as heroic - aspirational role models for the readers. Audience members should see
something of themselves in these women, bringing their own fear of judgement to the forefront and considering whether it is
actually an appropriate fear to have when they see the amount of fun and enjoyment these women seem to be experiencing.

* In addition, the brand name, “This Girl Can” uses the noun “girl” as an all-encompassing term. It is used to represent (and
target) the whole of the female population and make them feel included.

+  When used in the context of sport, “girl” can be thought of as having some negative connotations — “throw like a girl” is a
common simile used to mock someone who cannot throw. It plays on the stereotype that girls can’t do sport. Perhaps then this
statement is in response to that idea, “This Girl Can".

+ Additionally “Girl" is usually associated with younger females and there is an argument to say that women over a certain age
may feel disconnected from this campaign.




QUALITY STREET ADVERT Context

Media Language

Product Context - Quality Street sweet tin made by Mackintosh. Originally created in 1936, inspired by the name of a play by
J.M Barrie. In the 1930s, only the wealthy could afford chocolate boxes but the creator Harold Mackintosh aimed to sell them at
a more reasonable cost fo appeal to working families. By the 1950s, when this campaign started, society was in a post-rationing
period where luxuries were once again becoming an acceptable part of grocery shopping.

Historical Context - The icons of the Quality Street brand were two characters from the Regency era of British history. In the
Regency era, Britain went through a period of elegance with regard to Fine Art and Architecture. The Regency era could also
be compared to the 1950s for ifs significant social and cultural development. Between 1811 and 1837 the country was under the
rule of Prince Regent and developments in technology (e.g. the steam-powered printing press), fashion and architecture were
mirrored by a population boom. These similarities can be compared to England in the 1950s.

Social and Cultural Context - The 1950s saw a change in “high culture”, a time where fine art, decadence and theatre that had
previously only been accessed by the upper classes and those with money were now going to be made more affordable to the
mass audience. The Conservative Party’s 1951 election campaign was spearheaded by the slogan “Set the People Free”, and
this supported drastic change as entertainment and arts became more accessible and affordable.

Structure and design of the advert: anchorage of the gold
frame — connotations of a halo effect around the man
and the product amd typical triangular geometric
composition of the poster to help secondary anchorage
of the product

product takes central framing.

Typography is strong, forming the bottom third of the
poster, and the strong purple colour stands out fo draw
the consumers’ eyes to the name.

Hand-drawn, arfistic nature of the design, with arich
colour palette of primary and secondary colours, links fo
the post-war consumerist culture.

Persuasive language techniques such as alliteration,
emotive language and superlatives are all indicative of a
well-read educated audience; further enhanced by the
bold, serif font styles connoting richness.

’
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What a delicious dilemma!

18 delightfully different
toffees and chocolates in

Set text
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Quality Stheet

Narrative

» Connotations of the female characters
being dressed similarly to the sweets that
are shown close-up on the bottom third
of the poster.

* Inference of a dilemma can be
investigated at two levels: male ‘hero’
choosing between two ‘damsels in

Mackies distress’ (Propp's theory)females choosing

~srwistivioe! 4

the chocolate (see Representation
section for discussion on female
stereotyping).

» Costume and dress of male character
indicating the formal nature of his
dilemma; connotations of a higher class
and richer society.

« Patriarchal narrative, which is part of a
range of similar adverts of this time.

Brand Identity

* The name ‘Quality Street’ came from a
play by the author if Peter Pan, J.M Barrie,
and the characters on the tin and
packaging, Major Quality and Miss
Sweetly, became synonymous with the
famous chocolates and toffee. On 2nd
May 1936 Harold Mackintosh took out an
advertisement on the front of the Daily
Mail to launch the chocolates.

* Look at the images below to see how
Major Quality and Miss Sweetly were
incorporated into advertising campaigns
from the 1936 to the end of the 1950s.




Representation

Social and Cultural
Context

Gender roles in the 1950s were remarkably different to the present day and it is important fo
consider the advertisement in this confext.

The product itself was designed and planned for working families and the imagery is very
aspirational of a higher class which links to the post-war era in Britain. Much of the branding
indicates that the product was symbolic of elegance and aspiration. The two female
characters appear to be of a lower class than the man in the suit, and the man in the suit is of a
lower class than the two characters in the gold frame. The item that brings all these classes
togetheris the product in the centre of the image.
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Gender

The image suggests a male dominated society with regards to ‘choice’ — he is in control of the
product and is centrally framed. This links fo Mulvey’s male gaze in relation to the framing
(feminist theoretical perspective). The male character anchors the audience’s eyes to the
product which has significant phallic symbolism.

The dress code relates to the modern working businessman who may be the ‘provider’ of the
brand.

The women have two stereotypes being relied upon in the advert: firstly, that of their need for
chocolate, a common and very fraditional stereotype that sfill exists today, and secondly their
subservient body language to the dominant man. The implication is that to be successful you
will need to be romantically led by a man.

There is also a secondary and deeper analysis here — a sense of manipulation with the women
distracting the man through romance to access the ‘prize’ that is the product in the
gentleman’s lap. This advert could be seen to be representative of the way in which society
was moving at this fime.

The historical representations of the Regency characters show typical strong feminine colours,
and the showing of flesh for Miss Sweetly, and the formal uniform dress of Major Quality signify
importance and power in their own relationship.

Refer to the images below to see how women were represented in adverts across the 1950s.

Age

To discuss the representation of age, it would be important to make a comparison to a similar
advert in this campaign with a much older couple in two chairs (see left).
This advert is purposely for the young to middle aged adults (25-40), and the target audience
could see themselves in the characters in the main section of the advert.

Intertextuality

* The characters in the gold frame, Miss Sweetly and Major Quality, are part of the
brand Identity of the product since 1936.

» The characters are symbolic of the Regency era of British history referenced by the
dress codes of the characters in the gold-framed picture at the back of the advert.

+ The advertis part of a campaign from this time that uses a similar design. The brand
identity of Major Quality and Miss Sweetly goes back to the origin of the product in
the 1930s (see posters below both from the same campaign in 1956)




THE MAN WITH THE GOLDEN GUN context

Product Context - The Man with the Golden Gun is a James Bond film released on 19 December 1974, starring
Roger Moore as 007. This was only Moore’s second appearance as Bond.

* The film was produced by the British company EoN (Everything or Nothing) Productions and distributed by United Arfists. The fim was created with an estimated $7 million budget and grossed over $97 million at the world

wide box office.

* To reflect the popularity of the Martial Arts film genre, with the rise of stars such as Bruce Lee and Jackie Chan, there were several Kung Fu scenes and the film was fimed predominantly in Asia, having being shot in Hong

Kong, Thailand and Macau.
* The artwork for poster itself was produced by artist and illustrator Robert McGinnis.

Historical Context - Prior to the 1990s, illustrations were much more commonly used on film posters due to the limited technology that was available.
+ The film was set in the middle of the 1973 energy crisis, when the oil producing Arab nations proclaimed an oil embargo causing an oil crisis which had both short and long-term effects across on politics and the economy
across the globe. This is hinted at through the poster’s iconography of the power plant in the lower left corner and the energy beam directed at Bond.

Narrative

Representation

Typically, film posters are very visual and rely on images and limited text fo promote the film. The images need to
give the audience an idea of the film genre and hint at the narrative.

>> At the bottom of the frame, in the foreground, is an extreme close up of a golden gun. It is pointed at Bond and a
mysterious character is loading it with a bullet engraved with 007. This implies the ‘man with the golden gun’ is the
villain.

>>The colour of the gun connotes wealth and status

>> The fact the audience can only see the hand of the shooter creates infrigue and an enigma code for the
audience, as they will want to know the identity of the attacker.

>>Surrounding Bond are even more enemies and people trying to kill him. These images, combined with the images
of destruction and explosions, are codes that signify to the audience this is from the action/thriller genre.

As is typical of Bond films, the protagonist is bordered by females wearing very few clothes:

» Two of these women are highly sexualised: bikini-clad, slim with perfect hour glass figure and long flowing hair.

» Body language: one appears to be looking at the golden gun assassin whilst pointing at Bond whilst the other
seems to be putting her arm out in front of him, seemingly protecting him.

» This is another enigma code, suggesting to the audience that Bond has female allies and enemies, yet all look the
same making it hard for him to distinguish between them.

Social
and
Cultural
Context

At the start of the 20th centfury, many film depictions of minority ethnic groups
supported the dominant stereotypes of the fime: to be pitied, to be laughed at, the
exotic and/or dangerous.

While society was progressing towards racial equality by the 1970s, some of these
stereotypes were still in evidence in mainstream films. In addition, it is interesting to
consider this posterin the context of the move towards gender equality and
increased women'’s rights in the 1960s and 70s.

Media Language

ROGER MIOORE

JAMES BOND 007>

* The central image is a mid-shot of James Bond, smartly dressed
holding a gun across his body. The dominance of his image suggests
he is the film's protagonist and so probably a ‘good guy'. According to
Propp’s theory, he would be considered the ‘hero’.
* Bond's costume connotes business and professionalism and the gun,
an iconic part of Bond’s ‘uniform’, signifies danger and action.
¢ Bond is looking directly at the audience, seemingly making eye
contact. The intensity of his stare and the lack of a smile could connote
how seriously he expects to be taken and that he appears calm
despite the chaos surrounding him. This informs the audience of one of
his great strengths, his ability to keep his composure in any situation.
¢ A common convention for film posters is to have the actor's name(s)
placed prominently as another way fo entice the audience. Roger
Moore had become a household name after starring in the well-known
TV series The Saint and playing Bond in the previous film, Live and Let
® ¢ Die, so his name is placed directly above Bond's image to reinforce the
4 &g link.

¢ The title of the fim appears with the name of the author who wrote

“THE MAN o

the books (on which the films are based) at the bottom of the poster.
WITH THE
GOLDEN GUN

The billing block, detailing industry information such as other star’s

names, directors and producers, is much smaller and fucked away so
as not to divert the audience away from the main image or the rest of
the poster.

Gender
and
ethnicity

* At this time, Bond was already iconic. He was the nation’s favourite secret agent;
charming, suave, good looking and, most importantly, always caught the ‘bad
guys'. This representation of masculinity told audiences that a man had to be -
intelligent, strong and courageous. If you were all of those things, you would be
successful, gain respect and women would want you. The assumption then is that
men should also be heterosexual.

* Two of the three females on the poster are wearing bikinis which show off their slim
bodies. Both are heavily made up and wear earrings and bracelets as accessories to
the ‘outfit’. The two women also have long flowing hair.

A feminist theoretical perspective would argue that this sexualized representation of
women suggests that they are little more than bodies to be looked at.

* Feminist theoretical perspectives — Laura Mulvey (in her 1975 essay ‘'Visual Pleasure
and Narrative Cinema’) coined the term the ‘male gaze' which discussed how the
audience is put into the perspective of a heterosexual man. In this poster, the
audience is forced to focus on the curves of the women's bodies, putting them in
the eyes of a male.

TIF: Mulvey goes on to argue then that this denies the women human identity and
relegates them to the status of objects to be admired for physical appearance. This
could be further argued as the producer of the artwork was a male, Robert
McGinnis.

* Another female, however, is dressed in a karate uniform and is shown in a martial
arts pose, and appears to go against this stereotype. She too has flowing hair but this
fime it is much darker and her skin fone suggests she is from a different ethnic group
to the other females. This goes some way to explaining why she seems not to support
the dominant sexualized stereotype portrayed by the other females; she is seen as
exotic, different, the ‘other’.

» The depiction of a female doing martial arts could be seen to support the idea that
she is dangerous and to be feared or could be seen as a progressive way of looking
at females, those who are strong, confident and fearless.

Issues
and
Events

Interestingly, one of the main themes in this Bond film was an actual world event —
the 1973 global energy crisis. By including this theme, the producers are
encouraging audiences to consider what might happen if oil really did run out and
predict what the outcomes would be for society.




S P E CTRE Context (Paper 1 Section A and B)

Narrative (Paper 1

Media Language (Paper 1 Section A)

Section A)

Product Context -

Spectre is a James Bond film released on 26 October 2015, starring Daniel Craig as 007 in his

4'h performance as the fictional MIé agent.

The film was produced by the British company Eon (Everything or Nothing) Productions, Sony
Pictures and MGM, and distributed by United Artists.

«  The film was created with an estimated $245 million budget making it the most expensive Bond
film and one of the most expensive fiims ever made. It grossed over $880 million at the
worldwide box office.

«  The poster was designed by Empire Designs, a British film promotion agency. The poster was
released on 3 September 2015, as part of a wide global marketing campaign for the film.

*  Propp’s villain: In the
background, behind
Bond, there is an image
of a man wearing a
skeleton mask and bone
design on his jacket. The
skeleton has
connotations of death

Social and Cultural Context -

The masked man in the background of the poster is wearing a skeleton mask used to symbolise the
Mexican festival of the ‘Day of the Dead’. The opening sequence to the film shows a ‘Day of the
Dead' parade in Mexico City, which isn't something that actually took place in real life. However,
the interest in the film meant that one year later the local authorities decided to organise such a
parade (Dia de los Muertos) on October 29th 2016. It was a huge success and attended by 250,000
people.

The Tom Ford white tuxedo worn by Daniel Craig revived a fashion trend from the 1970s. It has been
argued that Daniel Craig initiated a fashion trend, as many celebrities including David Beckham
and Benedict Cumberbatch were photographed wearing a white tuxedo around the time of the
release of Spectre publicity, underlining the cultural significance of the Bond franchise.

and danger and the
mask is covering up
someone’s identity,
someone who wishes to
remain hidden, someone
lurking in the shadows.
He is Bond’s antagonist.

+ The background figure
acts as an enigma code

Production (Paper 1 Section B)

for the audience
(Barthes) as we want to
find out who this

Film production consists of five major stages: development, pre-production, production, post-
production and distribution.

» Development —ideas are created, if necessary rights are bought, screenplay is written and
financing is sought.

»m Pre-Production — Cast and film crew are found, locations chosen and sets are built.

m Production — The film is shot.

» Post-production — The recorded film is edited. Crew work on the sound, images and visual effects
» Distribution - Finished film is distributed. It is screened at the cinema and released for home
viewing.

«  The James Bond series is produced by Eon productions, a British film production company
based in London, Sony Pictures and MGM. The video rights of all of EoN’s films are owned by
MGM Home Entertainment and are confrolled by MGM's distributor 20th Century Fox Home
Entertainment.

. Bond has always been well known for its exotic locations across the globe and Spectre was no
exception. Sustained by the success of Skyfall, Spectre used Pinewood studios in London as its
base, but then was also shot in Mexico City, Rome, Solden, Morocco and Austria.

characteris and why he
wants Bond.

Intertextuality (Paper 1
Section A)

The white tuxedo
intertextually references

The central image is a long shot of James Bond, smartly dressed, arms folded,
with the gun pointing to his left.. The dominance of his image suggests he is the
film's protagonist. According to Propp’s theory, he would be considered the
‘hero’.

This is reinforced by the use of colour — Bond's white jacket connotes his heroic
status, contrasting with the dark, shadowed antagonist in the background.
Bond's clothing connotes business and professionalism and the gun, an iconic
part of Bond's ‘uniform’, is a common prop used in the action/thriller genre and
so audiences can expect violence, action and danger. The gun connoftes that
Bond is always alert and ready for action.

The tuxedo is iconic of the Bond image, and the white tuxedo connotes luxury,
wealth and sophistication, the ‘high life’ that off-duty Bond enjoys (linked to
martinis, women, gambling efc.). The red carnation has connotations of
romance and passion, but also of danger.

There is a direct mode of address as Bond is looking directly at the audience.
This is a common convention of film posters. The intensity of his stare and the
lack of a smile could suggest how seriously he expects to be taken.

A common convention for film posters is fo have the actor’'s name(s) placed
quite prominently as another way to entice the audience. However, this poster
doesn’t do that - his name isin a very small font in the upper left corner of the
poster suggesting that the producers expect the audience to recognise Craig.
Craig's name also appears alongside many other names ‘'Albert R. Broccoli's
EON Productions presents Daniel Craig as lan Fleming's James Bond’, reflecting
the many iconic figures involved in creating the franchise.

At the bottom of the poster, the title of the film appears along with the iconic
007 logo. The gold typography connotes luxury, wealth, aspiration and
exclusivity; the capitalized title suggests power and strength. The fitle SPECTRE
relates to the organisation that is in opposition to Bond in the narrative, but also
connotes a ‘ghost’ from Bond's past.

Beneath this is another typical convention of film posters, the billing block. This
gives industry information such as other star's names, directors and producers.

earlier Bond films (this poster
specifically references Sean

Representation (Paper 1 Section A)

Connery in Goldfinger),
providing a sense of
familiarity, nostalgia and

Regulation (Paper 1 Section B)

pleasure to fans who
recognise the link.

«  Film and video releases in Britain are amongst the most tightly regulated in the Western world.
«  Allcommercially released filmsin the UK are regulated by the British Board of Film Classification
(the BBFC). Their job is to classify filmsinto an age rating based on guidelines and levels of

discrimination, drugs, imitable behaviour, language, nudity, sex, threat and violence.
« The current UK age ratings are U, PG, 12 (for DVD releases), 12A (for cinema release), 15 and

«  Sony had to cut some violence from Spectre in order to secure a 12A UK rating instead of the
15 classification the BBFC originally recommended.

«  When the film was submitted for formal classification, acceptable reductions had been made
in both scenes and the film was classified 12A.

Social and Cultural

+ James Bond is an action hero who, since the 1960s, has been constructed
to embody many masculine stereotypes of strength, independence,
sexual prowess, etc.

* The representation of women in the franchise has traditionally been
similarly stereotypical: the ‘Bond Girl’ who is the beautiful ‘love interest’ for
Bond (Propp’s princess), insignificant to the narrative and ultimately
disposable.

+ The representation of gender in the Bond franchise has evolved over time -
to an extent - fo reflect the changing social context. However the ‘Bond
Girl' from Spectre is missing from the poster.

Context

Audience(Paper 1 Section B)

*  The long-running Bond franchise has an established fan-base and Spectre, a US/UK co-
production, received global
distribution (theatrically and on DVD/ Blu-ray) to reach a very large audience.
< Itis difficult to specify a specific target audience for Bond. The reason for this being that it has
spanned so many decades, so many leads and so many directors. However, it is clearly
intended for mass audiences and has great commercial appeal:
m Bond is iconic and has universal appeal — he is charming, suave, good looking and, most
importantly, always catches the ‘bad guys'. Arguably, men want to be him and women want to
be with him, providing a form of escapism from their everyday lives.
»m Bond also provides a narrative we feel comfortable with (‘bad guy’ does something wrong,
‘good guy' catches him and wins the day) and reinforces dominant messages and values about
‘good’ and ‘bad’).

+ Bond provides an image of masculinity that connotes bravery, inteligence
and strength: Bond's posture is strong and dominant, his arms are folded in
a stereotypically masculine stance. This closed body language connotes
his lack of emotion, his independence, and also his professional role as a
rational, ruthless assassin.

+ The high key lighting on Bond is stark and highlights his chiseled features,
constructing a representation of strength and masculinity.

+ The gun suggests danger but his posture connotes confidence with a
relaxed attitude toward such dangers. This ‘hero’ archetype is typical of
the action genre.

*  The 'villain’ in the background is also male, reflecting the male-dominated
nature of the franchise — the main protagonist and antagonist who drive
the narrative are both male.

Gender

TIF: A

The absence of female characters on this poster reflects a feminist
perspective, as women are still under-represented within action film franchises.
There are stronger female characters in Spectre, however this poster does not
feature them and so we can infer that much of the marketing prioritises Bond
as an iconic figure who will appeal to audiences.

feminist
perspective




THE ARCHERS context

Production Processes

Background context — The Archers is aired on Radio Four, has over 5 million listeners and is considered a significant
part of British popular culture. Running for 65 years, with six episodes a week and an omnibus on Sunday, it is the
world’s longest running radio soap opera.

The Archers follows the residents of the fictional farming community of Ambridge, in the fictional county of Borsetshire,
in the English Midlands. Its tagline is, ‘confemporary drama in a rural setting.’

Historical Context - The Archers was originally established in 1951 to educate farmers which, it was hoped, would
increase food production after the second world war. It was thought that the show could be used as a way for the
Ministry of Agriculture to communicate important information to farmers.

Social and Cultural Context - Wherever possible, The Archers happens in real time i.e. it portrays events taking place
on the date of broadcast, allowing a variety of topical subjects to be included. If a real-life event can be predicted, it
is often written into the script. Even unforeseen events have been weaved into the script with scenes being re-written
and re-recorded aft short notice such as the 9/11 attacks, the death of Princess Margaret and the 2001 foot and
mouth crisis.

In recent years, the BBC has introduced more controversial storylines into The Archers. The domestic abuse storyline of
Rob and Helen being one of the most famous. The listeners’ privileged position of being able to eavesdrop in on
characters’ private conversation has added a very real touch to the storyline. Audiences witnessed first-hand Rob's
controlling nature, his coercive behaviour and insidious ways (e.g. constantly undermining Helen's looks and clothing),
and listened whilst he has progressively isolated her from friends and family. The realistic portrayal of this storyline has
even prompted audiences to raise over £100,000 in charitable donations, proving the importance of such a show -
and the strong relationship it has forged with its audience.

Like TV, radio broadcasting falls into two catfegories: public service and commercial
broadcasting. Commercial broadcasting is funded by the sale of advertising slots and public
service broadcasting is funded by public money either directly from the government or a
licence fee. In the UK, BBC radio is funded by a licence fee.

The Archers is aired on Radio Four, the BBC's main spoken-word channel, and so is funded by
the licence fee. The BBC has a public service remit (to educate, inform and entertain) and
The Archers was originally established to educate farmers. The show soon became a major
source of entertainment for people from all walks of life, not just the rural community.
However, the show still prides itself on the quality of its research and its ability to portray real
rural life.

Producing a radio series like The Archers requires fight schedules and long ferm planning.

* The production feam meet biannually fo plan the following months, and sometimes even
years' worth of storylines.

*  Monthly script meetings then take place where four writers have to produce a week’s
worth of scripts each.

* Recording takes place every four weeks and actors only receive their scripts a few days
before. Actors are employed for six days in which they record 24 episodes. There is very
little room for error as each 13 minute episode is only allocated two hours of studio time.

« Episodes are then broadcast 3-6 weeks after recording.

Due to these recording schedules, actors are not held on retainers and are not employed full
fime on a show and often have careers in fim, theatre, television and other radio shows.

Regulation Audiences

Radio broadcasting is regulated by Historically, radio soap operas have always focused primarily on women'’s lives, particularly family relationships, domesticity and marriage. Therefore
Ofcom, the government-approved the target audience was traditionally females who looked after the home.
regulatory authority for broadcasting. Targei «  Listeners from different walks of life could engage with the show in different ways due to its multi-stranded narratives. As a listener you might be
Ofcom sets standards for programmes Ad:?e ing rooting for one particular character whilst your friend might be interested in another character relationship entirely.
and one of its duties is fo examine specific vclences « The Archers is perceived as a high quality soap opera and distinguishes itself from TV soaps by providing soap for the educated middle-classes.
complaints by listeners about programmes «  Radio Four has a high cultural status and so the audience for The Archers consists mainly of well-educated middle-class professionals, most of
broadcast on channels that it has whom are middle aged and above, white women.
licenced.

For many of these listeners, The Archers was a familiar friend which provided a comforting background and, until fairly recently, there was an

The Brand unwritten rule that nothing too terrible would ever happen.

* However, in recent years some listeners have complained that The Archers is beginning to mimic the excesses of TV soaps such as EastEnders. The
The Archers is big business for the BBC as most notable example of this is the 2016/17 storyline of Rob's abusive relationship with his wife. For some listeners, the show they once considered to
it's the most listened to BBC programme Audience be light, mellow drama, has now morphed intfo actual melodrama.
online. In today’s society, market share Response  That being said, such a move has atfracted new listeners which are welcomed by the broadcasters, and there is an argument that such shows
and brand identity are massively important should r_eflepf the society in which they are aired. This move has also given the BBC the opportunity to open a conversation about topics like
and The Archers succeeds on both of domestic violence. o i i ) ) ) .
these. If the BBC was ever 1o lose its * Because the BBC can be accessed from around the world, it's important to understand that some of the online audience is global, including British
licence fee, there are certain shows that it people living abroad. Listening to The Archers is a crucial way for them to keep in fouch with British life.
Essu%tsjgrrigg?s? ﬁvzoﬂgf:ézuilsdo?\c;y;?fhese. Blumler and If we_consider Blumler and KoT;’s U;es and Grqfificqfions 1h§ory, we could argue that audience members listen for all of those given reasons:
Therefore, it's important that the producers Katz's *  simply for entertainment/diversion from their everyday I[ves ) ) ] ) )
keep the ’show fresh. One way of doing Uses and + to be informed or educated (surveillance) obou’r_rurol |If§ or Top}col_lssues that the sfpw_llne may be deoll_ng with )
this is by infroducing new characters or Gratifications « for social interaction (personal relqﬁqns_hips) fo 'dlscuss w_lfh family/friends or by continuing the conversation on Twitter or Facebook
pushing the boundaries on ploflines. Theory - for personal identity, to compare their life experiences with those of the characters.

Technology and Convergence

In order to keep up with the different ways people prefer to consume their media, there are a variety of ways for fans to engage with the show:

+  Aside from the regular radio slot, listeners can catch up with the omnibus on a Sunday, hear recent episodes repeated on BBC Radio Four Extra, download the podcast, or listen ‘on demand’ through BBC iPlayer Radio.
+  Alternatively, they can check out The Archers’ page on the BBC website, follow the show on social media by following it on Twitter or liking their Facebook page.

*  All of these platforms are provided to help audiences increase their enjoyment of the show and make it as accessible as possible for them to keep up to date with it.




THE SUN Context

Background Context - The Sun is a British tabloid daily newspaper owned by Rupert Murdoch’s News Corp.
It was originally published six days a week until News Corp. also started producing The Sun on Sunday in February
2012 to replace the News of the World.

With an average daily circulation of roughly 1.6 million copies of their print edition in the UK and a daily
readership of around 4.1 million (http://www.newsworks.org.uk/ The-Sun), The Sun has the largest circulation
of any daily print newspaper in the United Kingdom. In addition, The Sun on Sunday is the UK’s biggest selling
Sunday newspaper.

18th December is Infernational Migrants Day. A day where the UN encourages the world to acknowledge
the importance of immigrants.

Just days before this front page, a YouGov Poll revealed that 42% of their responders said immigration was
the key area where Britain needed to win back power from Brussels.

Britain ultimately voted to leave the EU on June 23rd 2016 — Brexit — and it is believed that many people
voted this way due to their feelings about immigration.

Historical and Cultural Contexts -

Sex was an important feature of the paper’'s marketing strategy and the first fopless page 3 model
appeared in November 1970. This soon became a regular feature of the paper and doubled their daily
readership in the first two years

The Sun has always been considered controversial in terms of its output, with an over-reliance on sensational
news and historical examples of fabrication such as its coverage of the Hillsborough Football Stadium
disaster in Sheffield on 15" April 1989. The paper ran a front page headline of “The Truth” and printed
allegations that fans pickpocketed victims, urinated on members of the emergency services and assaulted a
policeman who was administering the kiss of life to a victim. This was later proved to be false and The Sun
apologised. As a result The Sun is no longer sold in Liverpool.

They often employ outspoken columnists like Katie Hopkins whose descriptions of migrants as “cockroaches”
were condemned by the UN Commission for Human Rights.

THE =5
OFF
WHEN YOU

Technology and Convergence

* In August 2013, The Sun launched Sun+, a
v subscription service digital entertainment

AS PM FLIES TO MEET EU., |[omgscmmsteuti o rbitv
LEADERS, YOU TELL HIM

content as well as have exclusive access to
Premier League clips, a variety of digital
D R n w rewards and a lottery. Despite the cost of this,

Sun+ had 117,000 subscribers who they could
engage with on a more personal level due to
the brand loyalty created from the
subscription.
However, in November 2015, the paper had
to remove the paywall and offer most of its
web content for free in order to compete with
maijor rivals such as The Mail Online. Since
removal of the paywall, it now has around 1
million browsers per day.
+ Despite the move of most news services to
online platforms, the print edition continues to
be extremely popular with approximately 3
million daily readers, compared to 4 million
who consume it on their mobile devices.

Target Audience

The Sun targets the lower middle classes and below, most of whom haven't attended higher education.
Two thirds of its readers are over 35 years old, 54% are male and its biggest audience share comes from
the C2DE demographic. . . .

According to www.see-a-voice.org , the average reading age of the UK population is 9 years old. The Sun
has a reading age of 8 years. Use of words in bold, lots of visuals and smaller chunks of text means they
are purposefully making their product accessible to everyone and especially appealing to members of
our society who have weaker literacy skills.

Historical and
Political Contexts

Immigration

Codes and Conventions

The dominant image is of some red tape put across a world map, separating the UK from the rest of
Europe. This is anchored by the headline, “Draw a red line on immigration or else!”

The red tape with the white strip going through it is reminiscent of the St George Cross, which is part of
the English flag. Subconsciously then, this image connotes patriotism, nationalism and all things
English. TIF: ‘Red tape’is also an idiom for bureaucracy and, since joining the EU, people often talk
about ‘cutting the EU red tape’ relating to the restrictions on how things should be done in the
European Union.

The main headline has a very informal register. The use of the imperative and “or else!” at the end is
both inappropriate and disrespectful to the leader of a country. However, it is arguably perfect for
the infended audience.

In the bottom left corner, The Sun has selected a close up shot of the Prime Minister in which he looks
both fired and stressed.

The opening to the article can be seen on the left third of the cover beginning, “The Sun says...” as if
the newspaper has any real weighting when it comes to the decisions the Prime Minister makes. The
language in the article is emotive at times, describing immigration as “the flood”, as something
unwanfed and destructive.

The article continues by issuing an ultimatum, another inappropriate way to address the prime
minister, that if he isn't able to get power back from the EU to stop immigration, the readers will likely
vote out of the EU altogether at the referendum.

The masthead is in block, capitalised text and uses the colours red and white. Other newspapers in
the UK also use this design (such as The Mirror, The Daily Star and the Daily Sport) and these are
termed “red tops” as they specidlise in tabloid journalism —journalism that often relies on
sensationalism, celebrities and gossip.

The masthead also displays an advert for money off at Aldi supermarket. This voucher offer is in
keeping with the demographic of the target audience who are mainly lower middle class and below.
It may also be a way to target new readers, anyone who is looking to save money.

Representation

* Inits early years, The Sun nominally supported the Labour party but has moved back and
forth between Labour and the Conservatives, depending on party leadership. The paper
has always been very vocal in telling its readers how they should vote (“Why it must be
Iﬁ?%g)ur” 1970; “Vote Tory this time” 1979; “Do you really want this old fool to run Britaing”

+ Today, The Sun is described as having political allegiance to the Conservative party and
does not support the EU, so it is not surprising that the language of this main articles seeks to
apportion blame to the EU, suggesting they are the reason for such high levels of
immigration.

+ The cover has been produced based on a YouGov poll where 42% of the responders said
they thought Britain should be able to limit immigration from the EU, and also on their own
Sun poll - the results of which are not reported on this cover.

« The Sun’s cover interprets this information as all of its readers want a blanket ban on
immigration, which is not wholly accurate and so some people have argued that this front
cover is xenophobic.

+ The fact the newspaper has chosen to name only two other countries on the map, could
suggest where The Sun imagines the main ‘threat’ is coming from — Bulgaria and Romania.

»  The way in which The Sun has constructed this immigration narrative serves to perpetuate
the negative stereotype of migrants as people to be feared, potential terrorists, benefit
scroungers and criminals.

+ The text of the main article is carefully constructed to position the audience into wholly
accepting the newspaper's viewpoint, analysis and opinion. The use of direct address, “you
tell him" and the collective term, “The British people” ensures that the readers feel a part of
this so-called demand on the PM and therefore also assume this viewpoint on immigration.

+ The issue of immigration is complex and often divides people, some considering the UK to
be at capacity and unable to accept more, some seeing the benefits that immigrants
bring to society. However, the selection of images and corresponding text means that
readers are positioned to agree that immigration is a bad thing and needs to be stopped.

The importance of funding

Increasingly newspapers earn revenue from their advertisements and so, in this sense, journalism is

being seen more and more as a commodity whose purpose is predominantly for profif. £1 in every £7

spent on groceries is spent by a Sun reader making it a very attractive advertising vehicle.

As readership figures of print news continue to drop and advertisers choosing to leave if figures drop

too low, newspapers are under increasing pressure to capture audiences, so the purpose of the

dominant image and the main article is to sell papers.

In the first quarter of 2016 The Sun recorded more than £250 million in losses predominantly through

loss of publishing rights but also due to having to set aside another £50 million to cover legal costs

gggﬁépqlxl{—offs for the ongoing phone-hacking scandal. This scandal has previously cost News Corp.
million.



THE GUARDIAN Context]

Codes and Conventions

and the average reader age is 44.

Product Context - The Guardian is a British national daily newspaper with an average daily
circulation of roughly 189 000 copies of their print edition in the UK.

* The Guardian newspaper targets a well-educated, relatively young, predominantly male and
liberal audience. The demographic is 89% ABC1. Fifty-two percent of Guardian readers are male,

¢ The Guardian has a UK online edition which has over 42.6 million readers (as of October 2014).
¢ In 2006, The Guardian went through a complete redesign. It became smaller, had a new
typeface and balanced the longer pieces of journalism out with many shorter stories. The reasons
for this were twofold: to adapt to what was going on in the market (The Independent and The
Times had already changed fo a tabloid format) and fo adapt to people’s reading habits, with
people now having little fime to spare and increasingly ‘reading on the go’.

Social Context -

since then.

In March 2011, civil war in Syria broke out and an estimated 11 million Syrians have fled their homes

The majority of these have sought refuge in countries that border Syria, but an estimated one million
have requested asylum in Europe. Families have been broken up and many are making dangerous
and difficult journeys across land and sea to get to, what they consider, a safe place.

Opinions on these migrants vary: there is a lot of support and aid being offered by individuals and
charities, but there is also a lot of fear and uncertainty about how countries will cope with the
increased populations and the impact such migrants will have on their societies.

Cultural Context -

that all the new merchandise was released.

be able to bring a shared understanding to the text.

It is expected that the audience will recognize the two robots portrayed in the top third of the
magazine. This recognition of such icons and their very famous film franchise helps to create social
inclusion and a shared knowledge and cultural understanding.

It is also a subtle form of advertising, as the front cover is dated 4 September 2015 - just 3 months
before the release of the latest film in the Star Wars sequel trilogy, The Force Awakens, and the day

These images can be considered to be intertextual references that the audience will spot and then

Unlike many of its counterparts that use block, capitalised text for their mastheads, The Guardian’s
masthead is written all in lowercase and uses a curved font. This uniqueness makes the newspaper
stand out from the crowd when competing for sales on the news-stands and, arguably, is a more
p%rsoTnoI mode of address, one which offers an alternative form of journalism to the rest of the
industry.

The dominant image of the two little boys who drowned, along with their mother who is not
pictured, whilst crossing from Turkey to Greece gives a human face to the Syrian refugee crisis. The
image depicts happy little boys, wearing typical clothing and a cheeky smile. This human angle is a
common convention of the news, as it allows the readers to engage with the stories on a more
personal level and the use of children is particularly effective as they are often associated with
Innocence and vulnerability.

The photograph is anchored with the caption, “Aylan and Ghalib Kurdi were drowned after the
boat they were in capsized” and the headline, “The boat flipped. They just slipped through my
hands”, explaining their deaths as wholly accidental.

The emotive Ionguoge used at the start of the article, "anguish”, “tfragedy” and in the lead
paragraph, “disaster” and “devastation”, evokes a huge sense of sympathy from the reader. The
audience is positioned in such a way so as to support these families and apportion blame to
EuroTpe's governments and infernational authorities who have created this crisis and allow it to
continue.

Alongside the main article, there is a linked article about how the Prime Minister at the time was
under increasing pressure to allow more refugees into Britain. The phrasing of the headline, “PM
bows to pressure” attempts to show David Cameron in an unfavourable light, stafing that he felt
that he should agree because so many people were putting pressure on him to do so, suggesting
that the Prime Minister doesn't agree with the idea or wish it to continue.

When ﬁloced alongside the main article, and more notably the image of the little boys, the subtext
is that he lacks compassion and empathy for these victims of war, arguably reflecting the values
and political leaning of The Guardian.

A much smaller parf of the front page is given over to g2 film & music, a regular segment in the
paper which, because of its placing, when displayed on news-stands may well be the section
people see first. This entertainment segment offers a lighter alternative to the hard hitting news
stories of the rest of the newspaper and may well be a reason why people choose this paper over
others, many of which will undoubtedly be covering the same main stories

Iconic images of R2D2, C-3PO and Woody Allen, amongst others, engage part of the target
audience who will be familiar with these and the reference to "Aciiid” and “Rave classics” along
with Emma Stone may be more appealing to their younger readers.

g2film&music -
C-3P0 speaks! Emn
on Woody Allen 25 years
of Heavenly Records

1a Stone tlestm

A
?

The boat flipped. They just jeiees
Slipp6d through my hands admit more

refugees
@ Father’s anguish
atdeath of sons
Aylan and Ghalib

® Tragedy sparks
calls for action
across Europe

Stereotypes

Representation

In contrast to the unfavourable dominant media
stereotype of refugees as potential terrorists,
benefit scroungers and criminals, this image
serves to remind the readers of the reality of the
situation and show just how desperate many are
to flee their homes in search of safety.

* The two boys are also being used, in this
context, perhaps to represent all migrant children
involved in this war, and once again highlighting
their innocence, vulnerability and
defencelessness.

Active Audience

» The Guardian is described as having mainstream left political values and has a very
liberal tradition. It is therefore not surprising that the language of the two main
articles seeks to apportion blame to the European ?ovemmems suggesting they are
the r$oson for this crisis, and also paints a picture of an uncaring Conservative Prime
Minister.

« Itis also unsurprising that they are presenﬁn? an alternative viewpoint to the more
right-wing press, encouraging their readers fo see the refugees as victims of war who
deserve our help.

+ The Guardian isn't owned by a group of shareholders like most other newspapers, for
whom making a profit is imperafive. Therefore they believe that they can hold true fo
their core journalistic principles.

Political Context

Historically, readers of print newspapers were
considered to be passive (i.e. they read what was
in front of them and believed it), especially as
there is an expectation that what is shared in the
news genre is frue.

However, today’s audiences are much more
active and can interact with the news they read.
They have the option to read it online, comment
and discuss below an article, as well as sharing it
on social media.

The comments section in newspapers are known
as ‘below the line' commentary. The Guardian
Online has a renowned ‘below the line' section
called Comment Is Free that reflects the liberal
readers’ string belief in freedom of speech.

In 2008, the editor said the future of the press lay
in "newspapers becoming views-papers” i.e.
forums for discussion and opinion.

* The text of the main article is carefully constructed to position the audience into
accepting the newspaper's viewpoinf, analysis and opinion. The image and the
anfguoge used position the Kurdi family, and therefore all refugees, as blameless
victims.

» Itis astory of personal fragedy which, in other circumstances unrelated to a migrant

crisis, would be viewed as a heartbreaking catastrophe by all who read about it.

However, in the political and social context of the Syrian refugee crisis, this is the kind

of story that divides people — some considering it the father's fault, and suggesting

that they shouldn't have been making the crossing in the first place as the journey to

Europe was too dangerous and unnecessary.

Refugees/ The Migrant
Crisis

* The selection of this particularimage could have been to show how they look just like
any other youngsters, their nationality being irelevant. The previous day, the image
used by many papers, including The Guardian, was a much more shocking picture
of Aylan's body being carried by an official. The Guardian could have used this
image again or a similar one but didn't and it's worth considering why that was.

Selection
and
Omission




GQ MAGAZ’NE COVER Context

Media Language

Product Context - Launched in 1931, GQ began its life as a quarterly (released every three months of the year) publication called Gentleman’s Quarterly, aimed

specifically at fashion industry insiders. .
+ Its popularity with customers caused its rebranding in 1967 to GQ.

* Produced by Condé Nast, today GQ is a multi-platform brand. Each issue is published in print and on the iPad; it has its own acclaimed website, iPhone apps and

an annual event called ‘GQ Men of the Year'.

»  GQ has an average circulation of around 115,000 and a readership of almost 400,000 through its various platforms. . )
+  GQ's catchphrase is 'the magazine for men with an IQ,’. The brand is built around more traditional ideas of masculinity. It includes coverage of executive
concerns and fargets a more serious minded, conservative, older reader than some other men’'s lifestyle magazines such as Loaded and FAM.

Social and Cultural Context —

In 1994, Mark Simpson an author and journalist coined the word ‘Metrosexual’ in an article for the Independent newspaper after he attended Britain’s first GQ

style exhibition. He is famously quoted as saying “| had seen the future of masculinity and it was moisturised.

+ The term ‘metrosexual’ gained global popularity in the early 2000s, epitomised by men like David Beckham, when it became more socially acceptable for men to
openly care about theirlooks, clothing and skincare regime. Men’s magazines embraced this through their content and advertising. Arguably, the primary role of

such magazines is to encourage spending amongst its readers.

» In 2014, Simpson then introduced the ferm ‘spornosexuals’, men who are extremely body-focused, who spend all their time at the gym and make their bodies
their best accessory. The selection of the GQ cover shot, with Johnson's bicep in the foreground and the rest of his image secondary to it, and the choice of

cover lines surrounding it all support this concept.

AEW SECTION

became Hollywo&d's most bankable star

Witish GG by GavinBond  S2ory by Paul Henderson

3! THE EXTRAORDINARY TRUTH BEHIND THE VIOLA BEACH TRAGEDY

Representation

Historical and Political
Contexts

African Americans have had a long and complex history in the motion picture
industry. At the start of the 20th century, many films depicted black characters
that supported the dominant stereotype of the time: incompetent, hyper-
sexualised and/or criminals. It wasn't until the growing momentum of the Civil
Rights Movement that there was a push against this status quo and there
evidently there is still a way to go.

In 2015 April Reign, the Broadway Black managing editor, created the hashtag
#OscarSoWhite fo bring attention to the Academy’s tendency to overlook
performances and achievements by non-white professionals. By 2016, little had
changed and so many actors and actresses boycotted the 2016 Oscars,
branding it ‘racist’ and ‘too white’'.

Ethnicity

Using a hugely successful black cover star (Dwayne Johnson is half Samoan
and half African-American) as their dominant image, GQ is presenting a role
model for its readers, someone to aspire fo be like.

Johnson's success as a wrestling character allowed him to cross over into more
mainstream culture as an actor. Black actors have, historically, always been
paid less than their white counterparts and so for Johnson to be considered
one of the most bankable Hollywood stars is a significant achievement.

Gender

The use of Johnson's iconic bicep with its Brahma bull tattoo reinforces the
stereotype of men as having to be hyper masculine, strong and muscular.

If we consider the selection process that takes place when creoﬁn? a
magazine cover, there was clearly a conscious decision to associate ideas of
masculinity with physical strength.

Johnson's experience as a professional wrestler earned him the ring name, ‘The
Rock’, which has connotations of strength and stability. This name is used
prominently here, across his image, with his actual name appearing smaller
and below it. Perhaps he is more famous as ‘The Rock’ or perhaps the
magazine is suggesting that his persona and look are more important than the
man beneath.

Social, Cultural and Political Significance

For modern men, there is a societal expectation that they have to ‘have it all’:
health, wealth and strength and the image of Johnson supports this as he
epitomizes all three.

Like women's magazines, the very essence of men'’s lifestyle magazines is
consumerism informing men of what they supposedly need, “the essential
we?nﬁss gadgets” and also showing them thing to desire, “yourideal beach
wafch”.

The main coverline reads, “How Dwayne Johnson became the Hollywood's most
bankable star.” The reader understands this to mean that he is a success in
Hollywood, he brings in a lot of revenue for film companies. This is reinforcing the
capitalist ideology that for a man to be thought of as successful you must be
wealthy and make a lot of money.

Coverlines such as “How to be a manin 2016" suggest that the reader cannot
possibly already know this and will need the magazine to help show him the way.
(This is similar to the female magazines that tell their readers how to be beautiful,
get fit and dress well. The importance of body image and consumerism doesn’t
change just because of gender.)

The coverline on the right third
of the cover, “Your ideal beach
wafch. The best for under £300”
should be considered when
thinking about the magazine's
target audience. Modern print
magazines survive
predominantly because of their
advertising revenue, they are
adept at selling you things you
didn't even know you wanfed
- a £300 watch specifically for
the beach implies a certain
level of wealth of the target
audience.
Further down the page, there is
another coverline advertising
‘The Style Guide', a new
sectioninside. In foday’s
competitive society, which
focuses heavily on aesthetics
Loppeoronce} and where
aving the ‘right’ look is
apparently very important, the
reader then begins to think of
this magazine as a casual ‘how
to' guide when it comes to
being a man.
Finally, at the very bottom of
the page there is a more
newsworthy topic mentioned,
“The extraordinary truth behind
the Viola beach fragedy.” This
is a reference to the Warrington
band Viola Beach who all died
in a fragic car crash in Sweden.
There is a lot of speculation
around the crash and this
cover lines suggests that GQ
has the answers. By including
some serious journalism as well
as entertainment and fashion
advice, the magazine is
broadening its appeal.
The skyline ‘Special Issue! Mind,
Body and Masculinity’
reinforces the brand identity
and its focus on traditional
ideas of masculinity.
The red, black and white colour
palette used for this particular
cover helps to support the idea
of power. Red is associated
with strength and the black is
also a strong, bold statement.
Johnson is looking directly at
the audience, seemingly
making eye contact. This is a
common convention of
magazines and helps to add to
the more personal approach of
this format. The intensity of his
stare and the lack of a smile
could also suggest how
seriously he expects to be
taken and maybe how seriously
the readers should take
themselves and their own
bodies.




PRIDE MAGAIZINE COVER

Context

Media Language

Representation

Product Context - Pride is a UK monthly
women's lifestyle magazine that targets
women of colour.

* It has been in publication since 1990 and
has a circulation of over 30 000 copies per
month and a readership of over 146 000.

*  Pride is distributed in the UK by COMAG,
part of Condé Nast.

*  Pride can be mistaken for a gay magazine,
as this word has become synonymous with
the gay community over recenf decades.
In fact, the modern gay movement has its
roots in the black liberation movement of
the 1960s with Gay Pride borrowing its
name from Black Pride.

Social and Cultural Context —

* Inthe 1950s and 60s, women's magazines
moved away from articles on homemaking
and moved towards articles on beauty and
fashion.

+ Soreaders are often being reminded that
they should look and feel the best they
could and the best way to achieve this was
by purchasing the latest cosmetics and hair
care advertised within the magazine's
pages. This is still very much the case today
and is evident in this magazine.

+ The ‘Uses and Gratifications Model’
suggests that audiences interact with texts
for different reasons: information, personal
identity, social interaction and
entertainment. Arguably the personal
identity aspect is probably the main one.

+ The magazine's unique selling point (USP) is
that it is the only black media company
that still remains in black British ownership.

CELEBRATING 24 YEARS AT THE TOP!

OBJECTIF
SEXUALIS
MOCKED.
Black Women
Bodies Exan

WOULD YOU
GO TO BE
BEAUTIFUL?

The title of the magazine, Pride, has
connotations of self-respect, self-
esteem, dignity and strength. There is a
subtext of resistance and an affirmation
of cultural identity.

Some of the masthead is lost behind the
cover star's head, suggesting her
dominance and showing how
confident the magazine is that their
readers will still recognise their brand,
despite not being able to see all of the
fitle.

The strapline tells us that the magazine is
"celebrating 24 years at the top!”. The
phrasing encourages the reader to feel
a part of something great. The
assumption is that they are reading one
of the best magazines of its kind.

The red and black colour palette used
for the cover lines helps to support the
idea of pride. Red is associated with
pride and strength and the black is a
strong, bold statement, perhaps
representative of their target audience,
women of colour.

The pose used by the cover star, Harris,
with her hand on her hip suggests
confidence and sass. It's also a
photographer’s trick to lengthen the
appearance of the torso, helping to
make her look taller and slimmer, frying
to add to her beauty and further
improve her body shape making her
figure aspirational to the target
audience.

Harris is looking directly at the
audience, seemingly making eye
contact. This is a common convention
of magazines and helps to add to the
more personal approach of this format.

Historical and Political
Contexts

+ Around the time of The Civil Rights Movement of the 1960s, Black Pride was a response to dominant
white cultures and ideologies that encouraged black people to celebrate black culture and
embrace their African heritage.

» The Afro hairstyle, which was associated with everything natural, came to symbolise Black Pride
and Power, in contrast with the artificial hairstyles of those wearing wigs or having
relaxed/straightened hair, both of which were seen as conforming to European ideas of beauty.

Interestingly then, this text has a cover line which references “The wig revolution” and Harris herself has

straight hair rather than her natural curls.

Ethnicity

+ Using a successful, black, British cover star as their dominant image, Pride is presenting a role model
for its readers but, importantly, someone from their community. Harris was raised in a single-parent
household and came from a working class background. This very ‘normal’ upbringing makes it
easier for the readers to aspire to be like her.

+ The magazine declares itself to be “the face of this new young black Britain; outgoing, confident
and ambitious, whilst still maintaining pride in their culture and origins” so having Naomie Harris,
who appears to symbolise all of this, works very well.

Gender

+ Stereotypical representation of femininity, especially in relation to body image: Harris is attractive
and slim. For women, it is a constant struggle to be successful by holding down a job, whilst also
looking good and dressing fashionably. The very essence of all women's lifestyle magazines is
consumerism, and so the images and cover lines will always seek to support this. This is just as true of
Pride as it is of Vogue, Marie Claire and Elle.

+ Coverlines like "How far would you go to be beautiful2” suggest that the reader cannot already be
naturally beautiful, there is always room for improvement. Therefore, black women reading or
starring in Pride are represented as having just as many beauty problems as their white peers.

* In Pride, readers are reminded that they could and should look better and that they will be judged
on their appearance - “objectified, sexualised, mocked. Black women’'s bodies examined.” The
subtext of all of this is no different from any other lifestyle magazine - you are inadequate.

TIF: Arguably both of the above coverlines have a polysemic meaning as they could also be

interpreted as criticising the pursuit of beauty by suggesting that societal is too critical and demanding

of women's appearance.

Issues

The representation of the issue of FGM (female genital mutilation) is important. It could be argued that:

* the magazine is trying to elicit shock from the target audience by informing the audience that
something as controversial as FGM is happening on Harley Street (an area of London well known for
cosmetic procedures). The idea that some women are paying for FGM at expensive clinics is
shocking.

* The exclamation mark makes the magazine's point of view on the fopic clear, illustrating a tone of
shock.

» the magazine is furthering its focus on beauty and body image. The statement suggests that, for
some people, the practice is more about aesthetics than religion, culture or tradition.

« This is a brave move to put it on the cover of a popular lifestyle magazine, bringing a very serious
topic into the public domain.

Mediation

Mediation means how industries represent reality to their target audience.
Many of the cover lines focus on body image reminding readers that they could and should look better. They will be judged on their

appearance.

One coverline references Female Genital Mutilation but uses only its acronym (FGM). There's an assumption then that the reader will
understand this and so have a certain level of social and cultural understanding of the practice. It's a controversial topic, illustrating how the
magazine sees their target audience as mature enough to handle the subject matter, and educated enough to engage withit.

Harris’ coverline, “Bond And Beyond"”, suggests that her role as Eve Moneypenny in the Bond film was a defining role for her, and her career
has continued fo improve ever since. However, it's argued that her defining role was in fact Tia Dalmain Pirates of the Caribbean. Perhaps
though, thisimage of her as a voodoo witch doesn’t fit with the mainstream ideals of feminine beauty. Whereas Bond females have certain
aftributes associated with them — those of beauty, femininity and overt sexuality.




Contextual information released by Pride Magazine in 2015.

STATEMENT

Pride Magazine celebrates its 25" birthday
in 2015.

Over this time it has become the most successful
magazine of its type in Europe with a readership
of over 146,000 every month.

Over the last 20 years, Pride’s readers have grown to become
a successful hybrid of the many cultures linked with Afro-Caribbean
diaspora.

While our readers are mostly well integrated within modern Britain
they still have strong ties with their countries of origin , be it in Africa or
the Caribbean, whilst integrating within modern Britain

Today, Pride represents this burgeoning class of young urban
professionals who have grown to become more aspirational in their
outlook and expectations than the previous generation. They are
an upwardly mobile audience ( 62% are university graduates, or
students, up from 23% when we began in 1991) making them an ideal
readership to recruit from. However some facts still persist from Pride’s
early days.

Pride’s readers still spend four times more on hair and beauty
than the mainstream audience (Mintel Report). And as a whole our
readers still spend a far higher percentage of their income on goods
and services, especially technology, than saving compared to their
mainstream counterparts.

Pride is the face of this new young black Britain; outgoing, confident
and ambitious, whilst still maintaining pride in their culture and origins.

PRIDE HAS OVER
22 000 Twitter Followers

(300% higher than any other title in the ethnic market)

20,000 Facebook likes

(Again over 300% higher than any other title in the
ethnic market)

THE MARKET

230/ of black women in the UK read Pride Magazine
0 at least 4 times a year

PR N
Pride Magazine has dominateq
the black lifestyle magazine
_murket f,of over 15 years.

WHY PRIDE?

While Pride readers are generally very well integrated members of
the British community being a person of colour does lead them to
requiring and seeking out certain information that is not available in
the mainstream magazines.

7 3 ()/ of Pride readers stated that reading about
Orole models from their community who are
successful is important as it reaffirms the lifestyles they
want to lead and shows that it is possible with hard

work and commitment.

7 0 0/ stated that the cultural references and
O stories resonated with them more than most
mainstream magazines.

Importantly,

6 9 0/ said they took note of the adverts in Pride
Obecause they felt that companies were
targeting them specifically and this was something that
would make them more likely to respond, as many still

felt quite marginalized by larger companies.

87()/ stated that they found the hair and beauty
(Oinformation in Pride essential for keeping up
with modern trends as this was not information they
could get from mainstream titles.

CAMPAIGNS

It is also
important
to note that

0 / of our
3 7 () readers
said that Pride was
the only lifestyle

magazine they
bought regularly.
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~ DISTRIBUTION
Pride is distributed across the UK by the country's
_ biggestdistributer, Comag (Part of Condenast).

Pride is sold in over 3,200 stores across the UK
including WHSmith, Tesco, Asda and Sainsburys.

CLNIQUE

CONTACT

Pride Magazine, Sales Dept.
1 Garratt Lane,
London, SW18 4AQ
Tel: 0208 8714 456
sales@pridemagazine.com




