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IMAGE AND SOUND
Lecture 2 
Introduction to still image codes
[SLIDE 1 -Title]
[SLIDE 2 - Overview]
Key ideas
· The toolkit of ideas and terms you will use to analyse still images.   

· Denotation and connotation

· Formal Visual Codes
· Framing
· Anchorage

· Image choice/cropping 

· Juxtaposition 

· Genre 

· colour
Introduction

Last week we gave a very general introduction to what our paper will consider and gave it a context using a number of definitions of Visual Language in relation to what media is in general.
Today we are going to begin building up a toolkit of ideas and terms you will use to analyse still images.   
For many of you, especially those who have done media studies before, this may review things you have already looked at, but it is necessary to refresh these points and add to them.   
To add to this, I want you to keep in mind that to analyse is not an unusual thing.  We are involved in a process of interpretation everyday.  
Even when you listen to people speak to you, you must organise that information, drawing on a whole range of knowledge and experience to make your own meaning. 
When we analyse images, the process is not dissimilar, but for our purposes you need to learn to describe this process using a number of terms to help you.
[SLIDE 3 – Production / text / reception]
First I am going to look at a Vodafone advertisement.  It was plastered on billboards, bus stops etc. all over the world.
As I go through, I will be giving examples of how we might analyse an image using terms such as the central media studies concerns which were talked about in last week’s lecture.

I will also add some issues such as power to this model and it is important you remember that these groups do not live in boxes but are interrelated. They work together to allow us to talk about issues like the representation of power relations.   
[SLIDE 4 &5 – PXT + fine print] 
So, what is represented in the image?

1. Firstly, it’s a mass reproduced, and hence a highly visible image. It would be hard not to have seen this image if you live in a city where this marketing campaign was used.
· There is the apostrophe inside of, or cut out of a white circle. 
· We have learnt, through its saturation across the visual mediascape that it is the logo for Vodafone i.e. it visually represents a particular telecommunications company. The basic outline of a camera is also represented. 

2. So the second point is that the actual content of the image represents a visual media technology (the camera).

· The logo forms an integral part of the camera, in as much as it has been drawn on to become the ‘lens’ of the camera.
· This is a visual pun playing on the circular form of the logo and the ‘aperture’-like opening in the middle. In addition there is some text, “Free PXT ‘til the end of March”.  

· So, what visual languages are used to represent these elements? For the logo, there is the visual language of the global corporate identity. It is abstract and iconic. It also has a simple use of restricted colours. 
The question of visual media technologies and media institutions arises here. Why does a global corporation such as Vodafone use such simple visual language to display its identity like many others e.g. Coca Cola and McDonalds etc? 
The answer is that these logos are easily recognisable and can be quickly and cheaply reproduced in a multitude of contexts from a 1cm high letterhead logo to the 2m high giant billboard logo. 

· Meanwhile, the language of graffiti / doodling / sketching is used to represent the camera via a series of simple black lines that do just enough to convey the form of a “camera” pictorially, so again, it is quite an abstract image.
3. The image borrows or “quotes” a variety of seemingly different visual languages such as the corporate identity and graffiti and generates meaning from their placement together, while nonetheless combining them into an integrated whole. 

· The drawing of the camera is relaxed, even child-like. It makes the technology less formal and more accessible, more casual. 
It also represents the great idea, the creative impulse. It is a quickly performed customisation of the Vodafone logo that was hastily sketched on a scrap of paper so as not to forget it. 
· It reinforces themes of immediacy and speed, both in terms of the availability of the technology (this is hot off the press, it’s brand new, it has only just been conceived) and the abilities inherent within the technology. 
· It negotiates the global, corporate nature of the Vodafone logo which is often associated with consumption and conformity, with the personal and individual. This suggests resistance, individuality and customisation through the idea of graffiti and defacement. 
It also suggests that it is ‘hand-crafted’, ‘hand-drawn’, which works against negative conceptions of ‘mass production’, even though we know this image has been reproduced extensively.

· The scrawled ‘handwriting’ of the text suggests speed, spontaneity – the overall impression conveyed through the use of typography is one of sudden spontaneous generosity on the part of Vodafone, so they have just thought of free Pxt for everyone and have let us know straight away! 
In terms of audiences, mobile phone users are often represented in the media as fast moving, busy, multitasking, quick thinking individuals who have found the perfect mobile technology to match their ‘lifestyle’. 
The hurried scrawl featured on the ad visually references a fast-paced lifestyle, and along with the drawing of the camera provides a counterpoint of energy, movement and creativity to the solid unchanging dependability of the corporate logo. 
The usual ‘fine print’ is here as well but it also employs the graffiti type within the advertisement to emphasise the themes of casualness and accessibility i.e. “When overseas, international charges apply, blah blah blah.”
So, what does this mean in terms of a discussion of power? What actual power do we have as consumers – of this image, and of Vodafone products – to resist or customise the message? Well, we don’t have to buy PXT phones, although they have quickly become cheaper and therefore maybe more appealing and more popular. But how about defining our identities in opposition to the global corporation? 

· Note that someone has actually graffitied this particular instance of the ad. You wouldn’t particularly notice, which is actually quite nifty for the advertisers – the ad already incorporates graffiti into its branded message. Usually, the expected result of tagging would be the distortion of a visual message as the tagger claims the visual space as their own, but here the tagging doesn’t really detract from Vodafone’s message at all.
· The Vodafone ad can co-exist quite happily with the tag – the tag is not at odds with Vodafone’s corporate identity and, Vodafone’s corporate identity is not at odds with the tagger’s identity. Vodafone has ‘de-fused’ the power of tagging or graffiti and incorporated it into their own commercial message.
[SLIDE 6 – Summary]
· Image is mass produced and mass distributed.
· Image “references” different visual languages, and generates meaning from their juxtaposition or their placement together
· Image specifically references visual media technologies.
· Image employs a visual pun.

Now such an analysis can obviously be built up into quite a complex argument but we are going to move on and break down visual analysis into the basic ideas and steps you need to start thinking about when you are faced with images like this in class and hopefully in your everyday lives. 
To do this we first need to look at visual codes which may also, if we refer back to our central media concerns, be described as visual language. 
[SLIDE 7 – Central media concerns/language]
Sometimes media can be confusing as terms often relate closely but are used in similar ways.  
To understand and extrapolate meaning from visual language you have to be familiar with a range of specific visual codes.

[SLIDE 8 – Codes]

Nick Lacey says that:
“Before we analyse images we must understand that we spend every day of our lives not just analysing any communication we receive, or send, but everything that happens around us.” (p 31)
We can consider how the images make meaning by considering the following codes 
(Read through the codes)
As I mentioned earlier, we are always engaged in the act of interpretation, not just interpretation of mediated experience but of lived experience. 
We continuously engage in the act of ‘decoding’ sensory information in order to make a range of decisions ranging from the maybe frivolous (yummy chocolate) to the life-saving (argh bus about to run me over, must get out of the way) 
We do this through our understanding of a range of different codes.
There are linguistic codes, such as the English or Arabic language. And there are visual codes. The images you looked at in tutorials last week and your ability to interpret them required an understanding of a range of both formal and less formal visual codes. 
[SLIDE 9 –Road signs]

The road code is a formal code, not really open to a wide range of interpretations.

Clothing constitutes a less formal social code, although it is not open to an endless range of interpretations, e.g. in New Zealand and in Oman, we usually expect someone wearing a skirt to be female. Most codes: 
[SLIDE 10 – Most codes]
· are culturally specific – we draw on cultural knowledge to understand them
· are consensual (their meanings are agreed upon and understood by a group of people)
· set up an expectation
Beginning image analysis

One of the things we do when we analyse or interpret, not only images but all forms of experience, is to identify particular codes and to reflect on how those codes are being employed, and to what purpose.
We also might reflect on the particular group of people who agree on the ‘correct’ interpretation of a code. That particular group of people perhaps constitutes the target audience. This means we are drawing together the headings we have already discussed: media languages or codes and the representations arising out of the use of those codes crossing over into issues of media audiences and so on.
[SLIDE 11 – Denotation and connotation]

Denotation and connotation

A good way into decoding the meaning of the tutorial images was to start by describing what you see in the image in simple terms, and in as neutral terms as possible to start with. 
Basic image description constitutes analysis at the level of denotation.   
It is very easy to jump to conclusions but ideally images should be unpacked carefully in order to create thorough analysis and understanding of their possible meanings.
E.g. describing a colour as “red” is analysis at the level of denotation.  It is immediate and neutral.   If you go on to associate this colour with, say, passion and danger this happens at the level of connotation. 
That’s part of the activity of decoding – asking, what are the connotations of the constituent parts of a particular code? 

For the rest of the lecture I’m going to outline some visual codes that are important to the analysis of images. You’ll be familiar with many of these but it’s useful to get a bit of a structure and to start to formalise a list of codes, as we slowly build up an image analysis ‘toolkit’.   

Formal Visual Codes

Here, then, are some formal visual codes found in the photographic image:
Framing / size of frame (distance)
[SLIDES 12 - Framing]

The frame defines the position from which the image was created. It’s the border between what we can, or are allowed, to see and what is out of sight. 
The size of the frame conveys the degree of social distance or intimacy the viewer has to the subject(s) of an image. 
[SLIDE 13 & 14 – Theresa Gattung]

In the first image; standard portraiture, we get a personal intimate view of this woman, without context
In the second image the context is significant and in the foreground and the woman in the background; a much less intimate version of the same subject.

[SLIDE 15 – Distance]
Distance of the object to the camera is also important in relation to how a subject is framed. 
There are a useful set of shorthand terms for describing the size of frame, and here are the most common of these. 
These become very important when you move on to look at film, television and the moving image, but are equally useful for the description and analysis of still images. 
· Very Long Shot – establishes the scene, establishes the context for a subject, means the viewer is socially distant from subject

· Mid Shot – there is some social distance between the viewer and the subject. The viewer is close enough to observe but still at a ‘safe’ distance

· Close Up – the viewer at an intimate distance from subject, engaged emotionally with the subject.

· Extreme Close Up – often focuses on the reaction of a subject or the details of the subject.  Can be emotional or create heightened access to the subject.

[SLIDE 16 - ECU] 
This extreme close up is quite intimate. However you might say that the way the subject is framed varies considerably from a standard ECU which may just be a reaction shot.  
It is important that you can describe variations or unusual features of a shot. 

[SLIDE 17 &18– Desirability] 
An ECU can also convey the ‘attainability’ of an object, by bringing it within hands reach or by placing it at a remove or far away.
Another form of framing is the height of camera in relation to the subject.  The height of the camera conveys the power relationship between the viewer and the subject matter.  
The best way to remember which is which is to imagine yourself using the camera and think – am I lower than the subject or higher?
[SLIDE 19 – Horizontal Camera angle]
If the camera is at the same height as the subject matter, then it places the viewer in an equal or neutral power relationship, a position of equality with the subject matter.   

[SLIDE 20 – High]
A high camera angle tends to do the opposite, placing the viewer in a position of power over the subject matter.

[SLIDE 21 – Low]
A low camera angle can place us in a position of subservience, weakness or powerlessness in relation to the subject. 
Now let’s look at some examples of overhead camera angles

[SLIDE 22 – 25 - Overhead]
These examples give an overhead or bird’s eye view which generally suggests an omnipotent relationship to the subject matter.
This viewpoint is often used to provide the viewer with ‘big picture’ insights. For example, something which the actors in a scene can’t see, to convey a particular conceptual relationship between elements, where the constituent parts of an image are classified or analysed rather like ‘specimens’ laid out on a table.

Another feature of framing is the Camera level or tilt

The cameral level or the tilt is the relationship of the viewer to the horizon or ground – we instinctively want to orient ourselves in relation to the ground, to be level, so any tilt conveys either:
· Disorientation (which in the WTC example combined with low angle makes for a viewer position of extreme vulnerability)
· Or a tilt can convey energy, dynamism, tension. A tilt is not only about disorientation and is not always negative 
· The tilt is really common in advertising images, fashion images and architecture images and is a really good way to add energy and movement to otherwise static images.

[SLIDE 26 – Car]
Depth of field (focus)
[SLIDE 27 – Deep focus]
Deep focus is expressive in that all elements in the image can be viewed. Therefore the compositional arrangement of the visual elements is important. The relationship between subject and background is also informative.
 [SLIDE 28 – Selective focus]
This shows selective focus and these next 2 slides show a narrow depth of field with selective focus on the features which are highlighted to us.
[SLIDE 29 &30 – Narrow / selective]

[SLIDE 31 – Soft focus]
 Soft focus – suggests nostalgia and/or romance most typically, but also suggests the ‘unreal’ or ‘unnatural’
Lens type (e.g. wide angle, fisheye)

 [SLIDE 32 – Wide angle lens]
In some images it may be appropriate to note effects caused by the lens type – e.g. in the Dannemora image of the security guard you saw in tutorial where the curvature caused by the extreme wide angle or fisheye lens combined with the central position of the guard reinforces the sense that security/surveillance is at the ‘heart’ or focus of the Botany Town centre experience.
Lighting

[SLIDE 33 – Lighting]
Lighting is often used as an expressive code within images. One of the first things you should ask yourself is, “Is the lighting ‘natural’ or artificial?” There are of course things about ‘natural’ lighting that influence image meaning e.g. bright sunny daylight as opposed to overcast grey light; day as opposed to night; sunrise and sunset. 
But there are specific ‘codes’ employed with artificial lighting that should also be noted and as you can see from these images, lighting can have a highly dramatic effect on the way the subject is framed.

Ask yourself in the case of artificial lighting:
· What direction is the light coming from? and
· What is the light’s intensity?

There are also some specific effects that can be noted in terms of lighting, for example:

[SLIDE 34 – Example]
Key light and back light
[SLIDE 35 - Example] 
High Key lighting

[SLIDE 36 - Example] 
Low Key lighting
[SLIDE 37 – Hard/soft light] 
Hard Light versus Soft light –
· "Hard light" comes from a single point source and thus produces sharp or "hard" shadows. On a sunny day, the sun produces very hard light. So does a slide projector or a flashlight. 
· Conversely, "soft light" comes from a large diffuse source. As a result, shadows are less defined or perhaps not even visible at all. The fluorescent lights in almost any classroom produce soft light. So do the clouds on a cloudy day. 

[SLIDE 38 - Example] 
Hard light

[SLIDE 39 - Example] 
Soft Light

[Slide 40 - Example] 
Natural Light

[SLIDE 41 - Example]

Natural light – Back lit from sun and diffuse/reflected light on faces

[SLIDE 42 &43- Example]  
Back lighting– creates contrast and shadows

[SLIDE 44 - Example] 
Light source from a low angle

[SLIDE 45 - Example]

Light source from a high angle
‘Media-specific’ codes
[SLIDE 46 – More codes]  
The formal codes we’ve looked at so far have mostly been visual codes derived from the everyday interpretation of our lived experiences just as much as our interpretation of media texts. 
However there are codes specific to media texts, codes that do not form part of lived experience which nonetheless are familiar to us from our mediated experience.

I will just introduce four of these now and we will discuss them more in tutorials.
[SLIDE 47 - Anchorage] 
Anchorage

It is rare to see images unsupported by words in the media. These words are usually intended to reinforce the image maker’s intended meaning – this is ‘anchorage’. 
Elements of the visual presentation of text such as typography and fonts are codes in their own right.

Anchorage constitute a media-specific code because unlike say camera angle, which we can relate to in terms of lived experience, we don’t see bits of text floating around accompanying visual stimuli in our physical/lived experience! 
Here is another example of anchorage.
[SLIDE  48 - Example]  
 [SLIDE 49 – Image choice/cropping] 
Image choice and Cropping is about what the image is and what you see or don’t see in that image.
Given that a majority of visual media texts involve construction or staging of the content, image choice and cropping refer to the analysis of choices governing 

a) what the content is and 

b) how much of it you see and don’t see. 

Certain choices of imagery are repeated often enough within image making practice so as to constitute a particular form of code known as a stereotype. 
Repeated imagery becomes iconic, in the sense that it constitutes a form of visual shorthand clueing us in quickly to a complex set of notions e.g. young person wearing a pair of glasses and carrying a pile of books is a student, or even a clever student. 

[SLIDE  50 - Example] 
Certain practices of cropping constitute a particular visual code. 
For example, cropping of faces / bodies in advertising images is used to only show a portion of a model’s body in order to draw attention to certain parts of the body.
[SLIDE 51 - Juxtaposition]  
This is “the act of positioning close together, or side-by-side”.
It describes the way in which different elements are connected or related within an image. 
We saw this in the Vodafone Pxt image in which the corporate logo was positioned alongside the visual language of graffiti. 
This may be due to the compositional arrangement of elements within the image frame, or it may be due to a more obvious ‘technique’ of juxtaposition e.g. before and after shots, collage or montage. 
[SLIDE 52 – Example] 
[SLIDE 53 - Genre]  
Genre 
Visual genres are defined by a set of familiar visual codes that are employed together, and that provide the viewer, or audiences, with a clear set of expectations which are used to interpret the text. 
[SLIDE 54 – Westerns]

Each genre has its own iconography, for example, Westerns which we will study in the moving image section of the course have a whole set of icons attached such as saloons with swinging doors, sheriffs and tumbleweeds… 
The root of iconography is in real life, but our understanding of these codes is largely derived from the media. So a genre is defined through a wide variety of codes, e.g. the suspense ‘thriller’ genre …

[SLIDE 55 – Suspense/thriller]

· Image choice – dark alleyways, rain  
· Iconography – smoking, guns, mobile phones and flashlights 
· Lighting – night time, lots of shadows, (…and so forth)
[SLIDE 56 – Reading for tutorial]
Reading for tutorial:

Read through the notes in tutorial 3 resources file
Summary
In this lecture we looked at:

· How we might analyse an image
· So, what is represented in the image?
· Image is mass produced and mass distributed.

· Image “references” different visual languages, and generates meaning from their juxtaposition or their placement together

· Image specifically references visual media technologies.

· Image employs a visual pun.

· We can consider how the images make meaning by considering the following codes 
· Denotation and connotation
Basic image description constitutes analysis at the level of denotation . If you go on to associate an aspect of this image with, something further, this happens at the level of connotation. 

· Formal Visual Codes

· Framing

· Anchorage

· Image choice/cropping 

· Juxtaposition 

· Genre 

· Colour
· Framing / size of frame (distance)
· Very Long Shot

· Mid Shot

· Close Up

· Extreme Close Up

· Camera level or tilt

· Depth of field Lens type

· Lighting

· Anchorage

Words are usually intended to reinforce the image maker’s intended meaning – this is ‘anchorage’. 

· Image choice and cropping refer to the analysis of choices governing 

a) what the content is and 

b) how much of it you see and don’t see. 

· Juxtaposition
This is “the act of positioning close together, or side-by-side”.

· Genre

Conclusion
An understanding of these still image codes and the impact of camera angles, lighting and focus all increase our understanding of the message being communicated.  An understanding of genre also helps present the audience with what is meant within a particular style and acts as a kind of visual shorthand.

Understanding this visual shorthand and being able to manipulate it to create meaning ourselves is part of the focus of this course as well as being a very useful skill in your everyday lives.
