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to contaxn a dimension of média-awaréness: ‘ it .is clained- ;
that English educatmn helps students Ssistni tia ks ia
'crmtxcally as conveyors of 1nfomat10n and help develop
standards for judqlnq and respundmg. This. S’tatement
dssufies that the present Engush curmculum enables a

l].terat

person to respond to the. electrmuc media “and
print with equal understandn_ﬂ;. e * 7

Current text books for English teachers chll for

a "new, focus on 1ir.’e':acy" which' would enable students to

.respond'-crxtleally o the mass media. - Unfor'tunately, the’

only methodology suggested seems to thelulé no hore! than
vague references-to talking ‘about television programs in
class, . e LT L a S
The educational community must. take ‘telévision
fote seriously. It is the most profodhdly important
advance ‘in dofmunications and a primary source of ideas
andinformation for -students. Young people should be

taught "how" to .ahalyze what they see and h&ar on television.

. Teachers ‘ought to,help passive,” indiscrinminate, purposeless

viewers ‘become “active, discrimjnating,” purposeful viewers.

Teaching "the ‘ability to discriminate dmong the messages

‘produced by television in a manner that parallels ‘those of

[
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[ this, some’ definite guidelines are required. | i ' . s

print is'no uivi;l matter. - An effactiva methodology has

to ba, uplanenud if Btudents are ;Onachxeve Electxmul:

diterady, as an educstitusl.cbiestive’ s
iBesides a knowledge of the nature of the medium, E \

elsctronic litebacy invaives corfect #eading of the ‘

picture on the sorgen, evaluation of the technical methods -~

by which the pictures were obtained, knowleige of the

organization for which the author is working, knowledge.of

. thmpexlonalitias umch express themselves, and aesthetic

apprixsal of the’ value of the hxoudcut. In order to teach "

If the concépt Of literacy is not modernifed, -
distinctive features of popular media may cause the viewer -
< ' e

to misinterpret the intended message. The communication

. system of reading 2nd writing 'should.be integrated into a

more iensive’ verbal

al-sound— 1anguaga system.
Eléctronic communication has made cultural kncw;edge
“available publicly, instantaneously, and pervasively.

; A review of the matetial written concerning the

nature of the television méedium and methodological approaches

- to television crigicism indicates that the present Engh‘_sh

curriculum “ucx) the means of achieving the goals which it
sets for itself.. A new focus on literacy which attends to

the distinctive features of the television [medium is

réquired; 'electronic literacy' should be. taught in our,

schools. i s SN







S0 =7 cHAPTER T

| CHAPTER- II

CHAPTER IT

. Acknowledgements

et

‘Table of Contents

INTRODUCTION : .

THE ‘NATURE, OF THE MEDIUM . .

! & METHODOLOGY: FOR ‘ZNSTRUCTION . '

Conelusion™. v -,

-
~




_CHAPTER I = Y

2
INTRODUCTION . e
' | . - The latest curriculum guide availlble for English
t:eaehers in ‘the province of Newfourdland and Tabrador (1982)
states that eomumcauon is the comprehensive 2nd organizing

centex far the English program and as a !uhjact area, Enqh.sh )

4 courses’ xnclude a'dimension of media »awarenesl.

: i dince the ccmmum.cahon 9 ideas is a s B g
i i ‘major instructional condern, teachers s
; of English capnotignore the impact of. . ;'
2t w0 o'the-mass media of: television, films, - el T
. . -‘radio, magazines -and -newspapers. . Enghsh
. ‘ BT helps. students exanine critically ‘the R

media as.conveyors of information, and it
- i helps’the to develop standards for -
-y judging and responding. (The Dimensions |
and Objectives of Bnqllsh, 1982, P 1) e %

Three factors must be umned in connection with

th.].s._ﬁtabement as an edicatibnal ebjective.” First, the |
l £ose.
| "impact ef the mass nerha" has to be measured in ‘some way.
“' : English teachers cught to. be aware Of the aspects of 'mde”xi\
| electronic media which are relevant to the, English curriculum
Sécondly, the statement claims that “English” (whatever that

15) enables the student to: respond critically to mass media.

An obvious question would be "What is meant by ‘English'

. Some.méchanism of critical response is.assumed.to-be taught i
g ; ; R T

and once learned, the student can apply this skill to any | "/ :
|4 - .network of modern communications, The'third factor concerns:

- s ) v ol
* the development of "standaids for judging and responding, | i L



N
Hére the assumptlun is|that the mass

media shcmld bé :eaogmzed primarily "as uonveycxsof
1nformat1an and that the: English curriculum as it ” exxsts

p‘ ssently. enayles a llterate person to exanine critically

‘the printed page and the televidion soreen With: equal

- vunderstanqu\- foe ) : b6

Since we "cannot J.qnote the mpacc of the mass mema"

K there is no doubt that: .the Lnfluence has been sx%nlf)cant

|- .
enough to deserve consideratlon in Engllsh classes. Aperusal ”

Knowlnq_ “only what oné sees and hears via.

5 el elactronic fedia can Be hgmore snlightening "

@ . ‘than knowing only what one reads. from newspaper

‘“headlines, ads, for commercial products, sports
pages, ‘and ¢omic strips ... 'The situation calls %

' for a new focus on literacy..:, (1982, p. 463).-

Judy adds that tiith-their horizons xpanded; your'g pecple

neec‘l to ba» B,le to respnnd to t;bé medla creatlvely and

: critically and' to use them to communmate with m:hers i

~',successfu11yv' (1981, p. 281 ..

Accordmg to. these textbooks, the, neans of achieving

s0éh aims.is rather simple: and”unworthy of serious planning.

The teacher need‘ only walk i o the classroom, survey.the

“dmouhitof time stidents spend watching television; discuss’

the-inferiority-of the liferary quality of most prograns;.

and ‘«:he'st‘{:den);s Wiite ai assignment with this ip mind,

r_hereby Leéarning to davelop standards to2" Juaging, -and o

respundmg »




mdlcate a powerful medmm in need of critical seriiting -
within the’ Engl: sh curxiculun\, yet :he mechoas suqqe&d
issuries the 1mpact of telsvlsm €6 be easily.: measured and ! |
the t’eachlnq of critical response tc be a simple tas}& It_

is’ imperative that recent research into. this ‘axea be.

‘zev;ewed in order to determine the impact of: television and

iden_tl.fy the role.of television education’in the Engl)sh i

curriculum. - . S R

Y *Thére has beer ‘an anrease jin the'number of ‘articles’ | . G ¥

deallnq thh television in educatlonal Journal s of "thé past

e Lo feur years‘ “The’ Jahuaryy/February, 1917 edition ‘0F T o 5

Elementazy Prmclgal was devoted to "The Ecology of - Education: |

Televlslcm" In the editorial, Bouts clains that Fthe

educatlcnal community - has all but Lgnored televis

' (January/February, 1977, p. 6). He. states tha't "educators

must understand -the dynamlés of talev1slun » how ‘both th

L, e ral and _ .; fal " : cpetate, how prcgta.ms

“ are’ prodiced, and what: the various influences andeffects of

4

“television can be on chiltren and agilfst, ahd urges us o

3 : . take televidion seriously’. .Férris has said that wi thout
any doubt; "the most dramatic and- profoundly lmportant

advance in ccmmumcatmns has been ‘he mvenuon ana

1mpx:ovem=nt of televisdon®, (1979, .p. 4) while Pullian ey
N & . refers to television as "an 1nvmc1ble foxce in creating

‘attltudes ‘and.a ma]or means of transmitr_mg ‘the cplture to

the young" (1979, 5i-4) . . A AT L




" In an'article fram the s ngusn Journal, enti'EJ.ed

« "Pcpular gulmée, the ‘Media, and Teaching English’, Barth

polnts nut thct the popular medla - fllm, radio; televxsion.

nd newspapers < are a prmaxy source” of ideas and

s e : ;formatxon far students. youngipeople should. have! the

B i copportuii Y to acquire a‘workmg knowledge of these media:

e respﬂnslblllty for teicmng students about the popular
“media’ and ‘the,cul tuze ‘created by then ll.es thh the ‘teathers

"ot Enqnsh" 11976 B 84). Rénkin and)mbertsgln'a'n 7

éctl.cle fromJ‘he _Reading racher entitled g ision 4nd

|
oy £y TeacE‘ing", shére thxsvlew "The tine s- come ‘far teachers e )

> P N stop‘cr:.tlc'z:.nq l‘.elev).sxon amx start -using it effectively-

we can’ tea,h students How to Learn £rom’ it (1981, g)‘ 300, sl

".This notion of teach:l.ng students’

how" to learn from‘

P ; o televx.s n is crumal. ‘speclany in censxdetatlcn of-cértain

s information aboatmthe ;nﬁnsn of televlsion in écntampurary

i R i, Mpers E1iul conside:ed the mediun 0 be' the techmcal

o lnsbrumsm‘. most destructlve of personal:n:y and Taunan zelatlons

"hecause of its pover of fascination and 1ts capacxty “of e 8

'yisnal und auditory yenetratlon" (1964, p.

“36d) . Tamme

Technological Societs humanity is’ perceived as- seeking "the . LN 3
: Y ’ % I Lo
AN sinultancous fusion of his rohetiousinss . with dn: einiprésent -

2 technical Qiversion® (1964, p. 380 . jHander dgrees when he/
arques that, televlsmn has dlsconne}z(:ed s from direct., * y

- experlence with ‘reality, that the me_dium has links with

\ S phypical and mental illnass, (1578, p. 46) aiid that "themost




. etfective celecommunxcations are the gross, sl.mpllfled g

.linear messages ang prograns. which convenl.ently "fit-ene

< - purposes of 'the mediun's commexmal. controllers™ (1978;
I N+ LT D i g e
. - R :
. | :
The impact:.of television on: contemporary political

onsciousness is the subject Qf me‘c’t'runx.c l‘)emocr'ach I

£ : ‘this bouk Anne Raw'ley. Saldxch declares* "Tyranny is t& 3

‘.l arbifrary USe of pawer in the absence of accounr_a ity

’Thls descrlbes telev]. on" [1979, P 63). Sevaral fommdable

‘fomes mteract o qwe “the medium such power, ;anludlng a i

i vas:, sxmultanécus andxence, “instant 'sccess; high credibility,

“pationwide’ scope, its epheieral nature .. ‘and.Aegligible

‘accountublllﬁty" ‘(1979, 1;;. 63) "' 1f any, edﬁcation’a‘l systen

.professes: to .bd concerned ith pxoducmg an memezr

cmzenry, thel\""schaols mys

(1979, p. 75']‘

~.an antldote to pa$51ve v:.ewxng'

“hat is "e].ectron).c J.ueraey'@ Sald)ch hints ot &

definltion whei she s\lq‘gests that "Peopls, st learn how to

analyze what they See and hEar on televislon" ~(1979. P 11194

.7 ‘David-a:England, in his resource colum “delevi sion and the

-English Teache'r.'.', has stated ‘that ‘English teachers agt

’acknowledge ‘tnelfact that televisio:

'culture, infomat:.on, and entertalnhent bearmq medium and

'cons:.de: how to help passive, Lndlsczlmlnate, and purposes

viewers (1978, p. 84).




Jiteracy" as “the ability to discriminate among the messages

produced by television in a manner thar. parallels ‘those -

produced by print®, then a’ 3 must be

in order to help students of English acmeve electronic

Fo g llteracy as an edncauonal ob;ecnve. The teacher must have

3 a )mowledqe of, thé fundumental natuze of the televxslon
medmm and know how to identxfy the dxstmctive features of
A B ‘its ccntent uamq lxterary criteria. wnua. al:temptlnq- to
g fir‘i answe s to the questmn "what is eleotrcnxc lxte:acy’“
e we.shculd keep -in mind a stitenient made hy "patrick Brantlinger

7\ in, Megla and Methods a few years ago:

It is not the qulgt that comes ‘Ero this
= boxes in our livingrooms,that will show us
where the answers are to be foynd. Rather,
the answers lie in the amount of light that
> . we are willing to.reflect’ back on, the glowmq
mmqes. (1978, p.:91)

=1




v CHAPTER IT
THE NATURE OF 'THE MEDIUM

; “No ‘matter what medium we use, it is ix:npomnt -that
e ba alile £4 commuaicats Clearly and precisely, and we ‘are
more nkefy to éo so when e are explicitly aware of the
character of the mediun’ (Robinson and Pe¢chenik, 19765
Do VLY . The Engllah teacher, if he is "to communlcate
clearly and precisely”, should be ayare of the reasons: for
teaching abouc ‘television) and 1t is 1mpetatxve to

" contemplate the influence of this medium on society in the

h.ght “of those who_have written “criticism onthe ‘topic: - In'

this vay the English teacher can become 'explicltly aware

of the chuacter of the medlum .

Electronic literacy may be viewed as an updating of”

an evolvmq #efinition of 'literacy'. ‘The reséardn of

Daniel and Lauren Resnick suggests that "there has been-a

“sharp shift over time 'in expectations concerning literacy.

With ch come i of the

of a population's literacy” (1977, pp7 396-397) . - Having an

acceptable “literacy level in con y socidy requires,
at a minimum, "the reading of new material and the gleaning

of" new mformation from that material" (1977, p. 397) .-

Acluev:mq such a lavel of lxtexacy is t:he respcnslbxlxty of .

‘the English teacher.

.



Answers to,the questlohs "What is Enqllsh’" 'and
"ihat is ‘the English teacher's domain?'. fay never. be complete.
However, ‘mosf gourse outlines do advocate attentmn to
methods of communieation. :-The English curriculum maintains
certain traditions,while allowing for changes in the language
experience of séuden:s; Television education is long overdue;
70ur, ‘sibject ‘matter must emhrace télevision as surely as
television has embraced out subject matter" (England, 1981,
p. 18). Tndeed, reading and writing skills can be assuméd
to develop the kind of skills requisite to decoding vlsual.
dnd oral information as presented on television. (Stauffer,
1978, 5 (2) , pp. 221-231). —
) i~ As England points out, there are reasons to believe
Chat teflevision and"thé tedching of English'miy be partic-
ularly”compatible. Television has the potential to deal with
great idess, to appeal to our emotions, challenge our. :
intellect and enhance a deeper ‘swarendss of Surseives andl the
world around us.. As arty ;aleu;mn cari potentially move us
in'as many:ways as the literature we read. It is even 'move
ElaaElY & TeAI WHLCH AYSoses Che TISHE ED Basnaas, Ay
of which are hidden in the programs, whicli utilize themes,
Symbols,#metaphors, ironiés and climaxes in ways which are
similar to those of literature. o

The 'electionic' elemient of literacy should not be i
neglected in. ouf ‘statement of English objectived. If wé
teach students to read critic;lly,, it does not gecessarily

-~ s




pimt

. '
follow that we are simultanfousl)? tédching them to ‘view
critically and that our attempts to educate lapguage-users
4 Sfeicient €6 mest-the SHallefige.of telsvigion TitEEEEY
(England, 1978} p.-85). Thia Becomes more obvicus when
one considers' the differences between watching television
and reading. . The viewer cannot control the pace of
'prssentation, )&e cannot elabordte ‘the material through his
auditory 'or visual magsry) (singer, 1979, p. 33) nor can

the “reaﬂ:\.ly transform the material ... into a form'that might

suit hisjparticular emotional needs" (Winn, 1977, p. 52).
ruzthemL

e, the notion of a current level of linear
litexacy bemg Suff.}.clent for \mderstandlnq the popular
media indermine$ the significance of masé media to the

history of communications (Pimenoff, 1?31, pp. 87-88).

o M R
eng and Varis consider the appearance of electronic:
“ : : N
. communication to be the fourth major tirning point, after

the ‘acquisition.of language, the: devélopment of the art of

writing and speech, and the invention of the printing press
(cromer, 1979, p. 107).. Cromer states that the

invention of electronic communication

media is creating mass: communication

within a world culture through language

as’ imagise art. It forms a universal

language in that concepts:-are: o)

multiple interpretations and mu?upi ey
meaning which can be"commonly -understood E
and experienced by all people. - (1979, %
p:107) . ]




Another difficuuy with neglecting to modefnize the
Gonoept. of literacy is that the distinctive fsatures of

popular media may cause the viever to mlslnterpret the

_‘intended messagé. The printed word may manipulate thg

reader's response, but the intent of the television message

rarely has a humanistic motive. In fact, the intent of the

television message is, usually for the ecomomic of political

gain of the ‘sender. Thompson points out that a semiotic
study of media "would allow us to view the integrated language:

of the media in ? systematic vay, so that we might create a:

body of knowledge that.would help us better teach literacy

in this new cultural language (1978, p. 96):

Far from being a break away. from tradltlcnal aims

“for English education, electronic. literacy must be seen as .

‘an extension of & modern definition of lu:eracy (Pattxscn,

1982, pp. 116-117). In a ‘sense; nothing has changed; "Our.
perennial concern as English teachers is language study"
(Thompson, 1978, p. 104). ‘'The communication system of 4

reading and writing should be integrated into a more

comprehensive "verbal-pictorial-sound-language system'

(Thompseh, 1978,pw 104). By applying electricity to -
comminicakion, the media has made cultural knowledge ‘
available publicly, instantaneously and pervasively.

Literacy must contend with' these, factors since an' impozkant,
goal of language -edycation is to anderstand that language

has always béen a creatqr of reality.




o . e
. As language educators, we must move the
. electronic technologies of sensory visual
b and oral language”into. their rightful place
in the classroom alongside the ‘tudy of
print language and make possible for our
- youth a genuine participation in the
forging of a new civilization. (Cromer and
Thumpson. 1980, p. 92) -

. The study of television involyes a contmplatmn of
educatxon and culture in its most pervasive and all—umlusxve'
“ form. : We are dealing with hDH the medium can shape, change,
‘ direct and influence members of a sccxety whose lxves are

reflected by the contént of this forn of, corgmum.catlom

People are' "educated" and their culture exposed )gy ‘stories

in literature and dramason television, "commentary bn daily

occurrences and -newscasts, thorough explozatxons & !npoxtant, £

or unigie events'and £ilm documentaries, and:by the
personalities and celepnnes who ;zntertain (Newcomb, 1976,
P Xiv)L s ’ : '
4 Television employs definite strateqieL to attract
the senses which are appéaled to when'an individual partic-
.ipates in the television experience (1980, p. 31). He says
that vision and audition are:the most’ developed and critical
*major senses of ‘the human being. People ténd to be drawn to

sights and sounds in the environment and are less responsive

to. slight fluctuations in.smell, taste or touch. Most people,.

are predmninahtly onented townrd watching and 11=:emng,
B pethaps the slngle most effecnve form' of ltlmulatlon is a

- < movement in the enviromment.. One of, the major-powers:of

viewers. -Jerome L. Singer explains some methods in’terms of




television' is the fact that it involves movement énd thus‘

i : . a’ttracts attevnticn. The attractmn of visual activity is
magnified By a“'voice-over" communicating a message and a
printed message. .

Anothér mechanism for processing. information is i
ability to focus attention ons bpeciticiand delifited Area EE
of the il ationt. Husn b‘einqsvre-spund 0" any -sudden; new,
and unexpected stimulation. This is called the "orienting.

. reflex" (Singes, 1980, p. 38).% A kéy featureiof television
is’ cr;e int‘roducti_on of sudden.novelty» by the use of quick

blackouts, or cuts, Erom-oné sequence:to the next.

" Adventure programs tend to introduce action:sequences very>
early because of a fear of, losing the interest of the
audlenca when there.is:any kind of extended conversation or

plot development.

_The "assimilability of nsornation thsory suggests
that another attraction -of" televxslon is ‘the manner in Whlch
it'presents a.significant amount of novel information, " ‘!

\ . particularly sudden changes, within a relatively snall "box"

- so the Viewer responds not with startle or fear, buf with’

he positive affect of moderate interest (1980, p. 45)‘.v"rhe

. " ., constant movemeént and pattern af change prodices a cuntlnucus
series of oriénting reflexes lin the viewer:, It is'difficult

’ ) J
£ to habituate to-the set 'because of the variations in degree: "

i
of - and ‘the and x e of various

“characters (1880, ». 6.
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Television affects the learnlng process in its

feliance on the-visual-sensory system. " The hunan brain is

capable of storing a trémendous amount of.visual material.
Thus, matemal v1ewed ]ust a few times on. television can
be recogmzed if it is re- presented at ‘a later time w\lthnuc

any significant effort’. ' This”passive quatity, s Ealaviaion

viewing, (thfough the constant' representation of visual

.material, enables the viewer to store'a large .quintity of

what is presented.

Another’ feature .of ‘the power .of the television

ediun is that-it is, in itself, a social world; it provides

a kind of companionship for the solitary viewer.  The material
presented 6n television can elicit empathic reactioms,

identifications, 'and various emotional reactions. .In a sense,
n g o 3

television 'thinks'.for the viewer in providing a series of

'packaged- fantasies, an-alternative that has immediacy (1980,

'p. 47). To quote Bill Morgan, CBC's recently appointed

director of news and current affairs, "The mege, dazzling the

technology, the more those in the’ business bécome capable of

assenbling a new reality" (Groen, 1982'p. 12).
The overill strategy television uses to attract - .
viewers is summarized .by. Singer in this ways

In efféect, televismn is“almost |
‘irresistible because it dées meet essennal
affective criteria for motivation. It
reduces negative effects.and ‘can, for- long
periods, substitute another's brain for
one's own, thus m1mm1zmg painful private’




i
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Fidids a high- rateof information loss' (198

14

rehearsals of one's own problems. It
enhances the positive affects of. interest
and oy or laughter, it permits some :
expression of emotions but alsc, by its

very box-like ggructure, allows-for

control of ef . (1980, p. 50)°. =

Inherent in the very power of the television medium ;
are’its limitations. The television’set holds. the viewdr's
attention by way of a constant sensory bombardment .that
naxinizes orienting responsss. - fe is: constantly dfawi back
6 fhe Wet and¥th prodessing: esdhi new BlanRsnce GF information
4s it is presehted.. This technique, does rot permit him to

process the information.in a manner which is conducive:to the

‘most efficiet latér wse of what has:been presented: . The

rapid shifts of focus, the quick thirty-second commércial,
and the speedy ‘dialogue Qom his attention almost too
efficiently and often ‘hiebidlby 5 prasenkation of complex
hew material eliminates the’ possibility, of ffeckive :
encoding for.retrieval (1980} p. 51). carf_;ide'xing the
individual's need to replay mentally in one or another
]noc"jality a }ecently—exiaeriencea stimuius, télevision may be
an inefficient médium for 'cn{mmx{nicating'fai;iy complex.
material.’ A basic problem with the télevision medium,
therefure, is that it constan\:ly 1ntroduces new material

before the viewer has a chance to grasp’ e,u:her the printed’

St verbal and aud:\.tury materlal presented. As'a result,. it

p. 53).. When

the viewer's ‘dominant visual mechanism and :the escape from




his thoughts are exploited by, the sedium, the potential’ for: L T

more extended’reflection, for.retention of information, "and_ S

for careful, eritical ‘evalua't,ion'of informafion are - |

minimized, (1980, ‘p.,s;). Bt o ¥ - [ - o \
Singer painta out that the frenetic,quallty of the. :

medium is largely attributable to.ifs excessive ccmmerc‘;.al— N

ization.: v . ) . s

TV sells products and local station
sales ‘managers who live in'a capitalistic
society can .scarcely be faulted for trying®
‘to put on as many ads as they can. Indeed
-}t can be argued that most of the content: !
of television, ‘the attention-getting laughs; /-
i chases or shoot-outs are there. to.keep your |
v eyes on_the set so you will see' the. [
‘commercials. which pop up just &t those "’ / L .
points. . (1980,.p. 53) / e

Television provides a definite sense of foe/us,-

engagemeﬁt and intinacy. Gordon explains that in kne sari:

years of commercial television it was discovered ,that crowd, "

sceries "tend to'wash out into a sea of qxey on the TV tube

(1971, p. 135). . The medium therefore swlt_ched to -a ‘pri mary

concentration on short segments and close-ups, Which °

necessitated an emyhasu on’ focys.  Any event, idea .or

expression fiad £0 be -scaled dcwn and sélected. Lt
Although the medium possesses inherent defects whlchv 2

dlstort the verslons of reality it prov1desy oné type of

dlstortxon -is essent1a1 for efflcient couunumcatmn. Efforts
have to be made to-GEfset, the mnate defects of the medlum

for, the-'sake of appzoachl.'ng re_a]_;).ty. LIt is a distortion toi"




vary u-.e ngmﬂnq, camera angles, ana microphone /p!.a mnt

(a: ;dxffezent 1x|d1.viduals. but. vhgn .this.is, perceptlvel

used a“hore cunte version o each individual'canbe " - o e

- ‘presented “than if any single system were used for all

,g‘}ie su\:q\ehﬁ is cansistent" with any arts >

- "onié’ mubt © sunetimes falslfy an x.mmediate dulension of

:eanty in ordsr that the larger whole can appronch teallty

of-the bare-bone, informational review.in:
.(:he d ly ngwspaper, §1976 % X 3)’
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politics, culture and sensibility (1976, .p: 13). 'It is

impossible for ‘television to play & neutral role: - "The fact

that we are.all stuck with is that télevision is an authority,

‘and the evid@rice of. chis'cenmry is that there has been.no

such thing as a neutral authorlty" usus ». 175).

Jexry Mander and Jerzy Kosinskl aggge wn-.h Arler.

Mander states that televxsmn u:self pxedetemmes who shall .

use n, how they will use'it, wiat afBecti “it wilk Dave on

7

xndlvxdual liyes and, what kinds of political forms will
Inavitably; energe (Mander, 1978, p. '45).  The overnqu

bias of television is, that it offe:s preselected matenal

5 (1975, B 264); ,since our expenence has been selected for:

us, we. have neglected awareness, 1nfomt10n and experience

that is not p'an' of television (1978, p. 265). Even with a

re }a{ce on close-ups, television is capab].e of conveymg
only a redqped, version of -the- possibuitj.es of real ufe, E '\
still photography or film. Thxs has an effect on the human
relatmnshxps portrayed, which: ternd to "dwell on- the grosser

end of ‘the human mononaVs’pecum‘ (1978, .p."269) ... The "

med_um is betf_er suited techmcally to‘bxpressu\q hatred

fear,. jealousy, winning, vanting'and violence because ‘these’

emotmns suffer little infornation 1688 when projected via

the ccax‘se imagery ‘of" television, The ‘facial expxessl.on.! 3

and bodily moveménts of antisocial behavior avs highly
visibie and can. therefore be conveyed by: tele\usxon with a
minimum of information loss. . For chese technical reasons
there 'is an emphasis on programming “which involves spoxts,_




the initiative; it does‘che@'nvolving (sohn, 1976,

vmlence police actl.on, qulz and qame shows, soap, opera;

sn:uatxon comedy, and nekqs about murder, conflict, war,

power polltlcs and chatlsmatlc leaders (1973, p. 270).

Kosinski believes that the basic difference ber_ween
television'and the novel as media.is ‘that’televisjon fakes

. 139).

The viewer, by the very process Of watching, ' is assigndd

“‘the ‘xole of spectator. Every descnpuve detail'is given, '

_.nothing 15 implied, aridind blank spaces a:& left for'the

viewer to fill in Television does not, defand any ‘inner’
reqonstructi‘on since everything is ‘already there, to-be-

‘folloved .in 468 ows terms,. at the speed it digtates: No"

'opporcumty is provided for the viewer to pause, regallior
integraté the bombardment of images ‘into his own experience’
(sohn, 1976, p. 144). - The result could only be a society

founded on the prlnclple of passive entertainment -(gomn,

1975, p. 142).
. il
“The viewer acquires “a superficial gl].mpse of a,

narrow, slice of unreality" Sohn, 1976; p. 148), .and. risks

"becoming ‘a "videot". Television influences the way a person

views the world. -He is more likely to watch teleVised

Sortrayals of human cxperiences than to seek the éxperience

for himself. Borédom-is allevidted by changlng‘ channels' in

a.simplified, unambighous world in which everyone axists to
amuse him. At any time he can step out ‘of one fantasy into,

another one. “Such effortlegs control over an experience




_doesn't exist in any other domain Of ‘bur life' (Sohn, 197§

‘that occupies. a’ significant amount Of dne's time-must have/

a profound effect. \“After all, such effortless freedom -

p. 151 . :

television viewing ‘canas’ b cEakes place,

since’ the telex}ision, if it is to'bel seen well, ouqht to'be,

the brightest xmage in ‘the environment (1978, ot _64).
Eackground sounds are decreas!d to further focus attention

on'the television set. Awareness of the outer en 1ronmenty

of ogher people, even of one's own, *body can det;acc from the

focus'.on the set, s)o the viéwer chooses a position, that -

l

allows for maximum comfort and minimum movement. Thy bédy

is in'a quiater cond.xtlon over a’longer period of time than

in.any other of 11fe s nonsleepmg éxperiences (1978, p. 155)

-and the eye remaxns at afixed distance from, the ob]ect

observed for a longer period of tife than in any other human.
expenence (1978, p.. 166) . Bsa result all 1nfomat10n is
narzoyed into’ one dinension and’ the viewer!s condition is
akm to unconséious stanng. . Sound is reduced to the narrow

ranges of . televls,\on audio while’ smell, tasta and ‘:ouch are

elm\\lnated. The. :unages on, television azé fob real; ‘they are

‘not of events’ takmg place yhere ‘the person who views them
B

‘s s1tt1nq, but they take place in the telev1§mn set wmch

proJects them into the bram of bhe viewer (1 78, pi 167) .

-
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Sitting ‘in darkened rooms, with the

natural environment obscured,. other ‘
humans dimmed out, only two senses =
operating; both within avery narrow
range, ' the eyes and other. body functions
stilled, staring at light for hours and
hours, the experience adds up to something
nearer to sense deprivation than anything

: that has'come before it. (1978, p. 168)

#s Ellul pointed out in The Political Illusion; "an event
‘brought to consciousness: by the mass media completely.forces
out all' other facts from the area of perception" Ellul, 1967,

p. 115).." i

When:a person’ is watching telévision he believes that

he is'nloékix:lg at pictutes, but in fact he is looking at the’

phosphorescent qlow of three hundzed thousand_ tiny "dots.
These ddts flash thirty times per sechd, creating What is
called the flicker effect of television, and are lighted -one
at a time ac¢cording to a scanning system which nrig‘inates
behina the'screei. The perceived picture is actually an
image that fievér exists in any given moment, but: is.
constructed over time. A television image .gains itsi,
exisbencé only when-the viewer perceives a picture ‘,in his
‘mlnd (Mandex, - 1978, p. 168). ' :
Television imagery derives tiris liquid quality from
the /slmple fact that it sets its own visual pace. One image
is ¢0r}stant1y evolv:.nq into the next. . This creates a passive

ment‘:‘al attitude because the viewer cannot stop the flow of

'images} he mere(% cIears a1l channels of reception +o make

vay for khem. A gurther problem for the viewer'is that

television information seems to bé received more in ‘the

i
{
|
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unconscious: than the conscious regions of the mind where it
would be possible to contemplate:the effects of this

‘experience .(Mander, 1978, p. 200) . 'Indeed, the viewer is

in"a very .precarious sitdation: ~

It is total involvement on the one
hand - complete immersion in the image
stream -.and total unconscious
detachment on_the-other hand - no
recognition, no discernment; no
notations-upon the ‘experience one is
havmg. (Mandexr, 1978, p. 204)

Marie Winn also ldenmfxes certain, perceptual factors”

“uniqus to.the telévision experience which may play a role in

making the experiencé of viewing télevision seem'foré*
fascinating than other vicaribus experience. Thése factors
concern the nature of the vélect;‘onic images and the ways the
eye takes them in (1977, p. 53). ‘ -

; ‘While watching television, the viewer takes'in the
entlre frame of an image wlth his sharp focal vision. Thls
absenceé of periphery serves . to heighten his attention to the
‘television image simce in ;nfnvst daily occurrences the periphery
distracts and diffuses attention (Winn, 1977, p. 54).

& Anbthet unigus.festure of the jtalevialdn tihage, La &
the activity of all contours on the television screen. Sinc‘e
“the contours of objects and pedble 1A natural énvironments
are, stationary, the activity of televlslon contours is an
efii’cient mechanism. for attracting attention, even thouqh .
the viewer may be only-mildly aware of the movement. The .

visual activity of contours also causes. fixation difficulties

for the eye. Therefore, the eye may accommodate with'a .- «




w
soméwhat' defocused fixation (Wind,’ 1877, p. 54).

winn araws ‘the ‘sime conclusiérs From her observations
as Mander and Kosinski draw from theirs; she is fearful that
the television' experience has»hlurr;d the distinctions
betveen the real and the unreal £6r steady viewers, and by
doing so it has ’dmumshed t:heu sensxt).v).t).es r_a real events. . .
When the reality of a $ttuation is uncléar, people may react )

o it .ledd emotionally,.more. as ‘Bpectater  (Winn; 1977, p¢ 71)

How could the situation be: Dtherwlse’ In &:ompaxison with ‘the

‘redder, who is_familiar with the basics of the print, medium, .

the televxslon viewer has little acqualntance with "electromc"

literacy '(Winn, 1977, p. 56). Television perception involves

s "little thinking or-i ing or ing ... The mma

takes in the.television images ‘as Lhey arrive and-stores them

intact"" (Winn;. 1977, p. 56).

! Thése criticisms are supported by Jacques Ellul's
. 2
veision of Thg Technological Society. Film and television

have—led contemporary man-into an "artificial paradise"

- (Ellul, 1964, p. 577): Echoing.more recent media critics,

Ellul exclaims:

< Rather than. face his own phantom, he
seeks -£ilm phantoms into which he can
project himself and whicH permit hiy to
live -as he might have willed. For an
. - hour or two he can cease to be himself,
=. . ' as his personality dissolves and' fades—
into the anonymous fass of spectators.
. (Ellul, 1964, p.-577): 51 ° ¥ %

These spectators are Kosinski's "vidgots".

-



In The Political Tllusion, Ellul states thar.

peiceptions gleaned from mass media led ‘to_ conEusion betieen
e the individual fact experienced by -the Viewer &nd the
"massive fact" transmitted to him by the ‘medium. The viewer
nay be rendered incapable of differentiating between mwhat
is his own life and what is'mot" (Ellul, 1967, p..l15).
Mander and Kosinski reach the same conclusion, .
There .is no doubt that telévision has changed the
politica]. system, as.Lower p'ovints>cut in" a. recent issue of
k. Television Ouarterly’ (Lover, 1980, p..22).. Ellul heates thatg

the pdssive rale off thE citizén is detrimental to a working

i . democracy’ (E1lul,; 1967, p. 161), especially since television.:

accentuates the spectacle and makes it seem.all the more
special because it gives the viewer an. impression Gf ‘life
itself. He feels that he'has directly seized,reality because

an image plays its role seriously and speaks diréctly to the

individual _in his own home, .

The real political mechanism - the = R g

state structure - remains completely

hidden, cutside of all control; all

the more 5o as -the flickering little

screen fixes the individual's attention

or the spectacle;, and prevents him from'

searching deeper, and asking himself

questions on'the true nature of power.

(Ellul, 1967, p. 162) . .- 2

Saldich explains that all power ultimately rests on

belief, and since television is used and belleved more than
any‘éther information source, l.tS impact on democracy 15
enormous (Saldich, 1979, p. 23). It is rot possible for
print to duplicate the power of ‘television because print



Lacks television' s imenseaudience; high credibility, and :
HatleswLan scope. - The "two modes of .communication are
distfhotively, irrevocably different” (saldich, 1979, p. 26):
The pover of_telévision ‘is especially significant
for linedr illiterates, who depénd heavily on television
bitbnies! e medium requites no formal schooling to be
superficially understood. - "Radio and telévision have
introdiced electronic 11teracy (saldicn, 1979, p. 29" I¢
“ismo Longer necessary to be able to. read-and wtlte ‘in. order
€6'know, since dramatic visuals and sinplified content give
viewers the:impression of weing informed: . Two serious’
Qisdavantiges of F21evisidn as a-sole source of informatien
are:’; (1) superficiality of day-to-day news, which makes ‘it
ani iriadequate basis on which to act, and (2).sole-isers re
unaware of this su"pezfiéialiﬁy“ (saldich, 1975, p. 29).
Viewers - who -have problens “with reading and -writing-compound
their linear 1111.1:8:35&' Wl.th inadequate electronlc llteracy
skills. ‘because ‘they are ignorant of methods to andlyze what.
' they see and ‘hear:’ - Lfyaerate viewers "are not necessarily
better off because' most SChDDlS dp not teach eléctronic —

literacy" (Saldich, 1979, p: 29). K

'

7

There are many ways in which the mediun of television )

does not:.serve the heat interests of demdcracy, partlcularly
in sl dﬁsemlnatmn of superficial and sofnetunes irrelevant
information which is an. inappropriate basis for political

action’ (saldich, 1879, b. 36) While an inforhed citizenty




_'anid reasoned debate are hallmarks of democracy, television

provides superficial information: that favors visual imagery

and immediacy of ing over ‘ai X :
requires quality inforastiod, but.television ‘utilizes
subliminal persuasion unigh"mue- heavily on repetition of
sinpleimages and concise concepts (saldich, 1979, p. 42).
Also, democracy as a concept has dlvays been associated with
‘some notion of *freedon’ and "equalify of opportunity":
- Teldvision prograns -and comiercials politicize linear
1111terateu ‘by. enphasizing . "the‘co}.:.ticu of puriation”

3 (Saldl.ch, 1979 P 55) “’How can’they help but wonder why

thers have, what they.do not?
Television has exhibited definite qualities of

tyranny.  The networks,like tyrants, control the, source

and f16w_of information ‘about public affairs, especially

for linear illiterates. .Other traits. include hig credibility

and unassailable power (Saldich, 1979, p. 65). - Television's _

high czedihiucy as a source of information can be explained
by the tendency of human beings to accept uncritically what
they see. (saldich, 1979, p. 66) .

Purtheérmore, it is assumed that free
flow of ion
{ - ctoice and only govérnments who-are afraid
of their citizens weuld consi. eG/(::trictlnq
information flow. This is ond Of the most
pervasive myths of our time.

Inforfation and ideas are not free:. ifi
& the age of information, they are economic
commodities; to those who control them; they
are sources of power, monopoly; and
exploitation. (MacDonald, 1981, p. 26)




" David Olson also [Points out that the televisiod
message ‘Producer ‘and the consumer exist™ in'an inequitable

relation; a minority elite selects and controls information

consumed.by.a base.public (Olson, 1981, pp. 53-60).
The medium itself ‘is tyrannized by time, technology,

and its own decision makers. Reporters who are employed as

journalists in the electronic medip-%aré forced to think N of

“ pictures, write pictures, and talk picturel"(saldxch 1979, v

2. 66). Mininal {nformation and abunddnt supexnc:.aLL
e o the ‘net effect becaise regardless: of the ‘quality of r_he

. infomatmn. stories that are xntezpzeted as “nonvlsual' are~ g

inevitably discarded.» This is a serious problem for democracy’
R because of the quantity of viewers whose pareipipation 1a
‘political life depends prmarm} on what they have perceived’,
from television broadcasts.. In a recent newspaper article
Bill Morgan admits that depth is not a strength of television'
news and "he concedes that “the l'ledlull suffers fm_.\.nhezent;
Limitations, built-in blinkers that partially blind anyon'e
whose picture of the world comés exclusively £ion the ssall Sy
screen® (Groen, 1982, 4p.12). To quote Saldich: © 7
i Wheh we leave the warm glow of our . - 2
3 : television screens we know .that we know .
what those in the know are talking about.
The next day we talk about the same

things. 1In brief, we are pxogxamn\edl
(saldich, 1979, p. 68)

b Any attempt‘ o treat telev:.s:.on as if it were merely




i

‘. of the medium (Saldich, 1979, p. 69). The pediun sy seen

to, have no filters betw-en the xmage and the v:l.ewet, but

this is the result of tschm)lngy In fact, television

excels at distorting reality. It is primarily an entertain-—
it medium where -the ability’ & create illusion is
practiced and perfected (saldich, 1979, p. 7). fhis point’
is particularly significant’ to the study of television .
"because the medium's you~are—:‘nexe quality disarms criticall
viéwing" (Saldich,"1§79; p. 73) as it creates a unigie :
dtmosphere of intiideys.c i is'Watchsd'in.piople's hohes;
where they are rela;(ed their minds at ease? (galdich, 1979,
p..80). Ellul preceded saldich with these concepts:.  in
Propaganda e explains.:that altnough television ‘creates.

feelings of friendship; a new intimacy,
... such satisfactions are purely.illusory’
and fallacious’ because there is notrue
friendship of ‘any kind between the TV -
personality-and the viewer who feels that
personality to be his friend. ' (Ellul,
1965, p. 175) ) 5
Furtheérmore,."TV. petmits political contact to extend beyond
s - Lo ‘ . %
election campaigns and informs the voters directly on a
‘daily. basis™ (ElIul, 1965, p. 253). - It seems that ELllul
pxadicted what -Saldi¢h was. to observe later when ‘he Wrote

‘that v is destined to become.a principal
sum, (of democracy) for it can totally. .

- mobilize the individual without demanding
the slightest effort from him. TV.reaches
him &t horme ... in his own, setting, his
private life,- It asks no Qecision, no a prloxi
participation, no move from him ... But
holds him completely and.leaves him no:
possibility 0f engaging in Other- activities.
Moreover, 1V hag the shock effect of the
picturé.. .. (Ellul, 1965, p. 274)




‘cncics ‘have pointed out, the essential characteristic of

The distinctive features, aesthetics as art of

“television, ‘according.to Tafroni, are based on “'the

imnediate, spontaneous and topical nature of televised
communication®. (Tarroni, 1976, e 391). - Urilike other art
fotms, the light and shade, the vibrations &f sound and
1ight' pass away as- they come into existence. A convenient

definition of art would be’ "a series of actions carriéd out

“by man with specific instruments ... and with different

materials-... to make his imnér’visions perceptible to others,

Ai.e.; to arouse‘particuliar.sensations in others...! (Tarroni,.

1976, p. 292) - ‘Once an instrument, a materxal and a'

technique ‘beconé’ availabie, man potentlally has ‘a: new art

foim at his. dispésal

This definition can be applied to, televisionjpsince
the ‘camera and other techitical equipment ednstitute dn

:Lg,strument, sound and light waves can be interpreted as a

material, and the seriés of operations carried.out by
directors and producers are, without—agy doubt, a. technigue.

Hence television can legitimately be considered an artform,

regardless ofiffjther every television program is criticized

‘as.a work of art,:or was intended to be. As other media

the meédiun are ‘immediacy, spontanelty and topicality"

(Tarroni, 1976, p. -301), .since -the’art of televlslon,
: - P
sion and . The time for
I
cxeatlon and’ the time for show:.nq the work is the same, '
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.One of the most important task: for educators is to

ma.ke a connection between training pruv).ded by public schools

and the influengl of the mass media. It is ‘iltperatiye that
electronic 11}:eracy be taught. This invnlvu-_te.aching 2
television criticism, which has been outlined, and instilling
"an active critical spirit towards.the new techiiques among
‘young people™ (Ta:zonx. 1976, p. 312).

To achieve this educational goal, Tarroni.outlines
the fundamental stages of education in television:

1. Correct reading of e bidhrre. M

every detail may be of great importance
for the reception of televised information.

~

Evaluation of the_ technical methods by
which the pictures were obtained. . This
leads to an ‘understanding of the {1mitations
and possibilities. the author has to work
with in making his communication.”

- Knowledge of the Organization for whic the
author- is workingv- which influences. what
he can, tell us or would like to tell us..
4. Xnowledde of the pérsonality or personallr_ies
which express themselves .in the televised
produgtion. :Viewers frequently do not know
the authors of different broadcasts.

5. Finally, aesthetic appraisal of the val
of the broadcast. . (Tarroni, 1976, p. 313)

A broad, qenerallzed concept of electronic 1iteracy
cah be obtained by grappling with oné's own responses o
the telévision criticism of ‘those who have written about the
methods employed by the. medium and the pgzce;’yea effects.

The teachet of electronic literacy must also Bave a strategy,

a methodology for ipstruction. This is the next.step in the '

unfolding .definition of "electronicliteracy".




*CHAPTER TII -

‘A METHODOLOGY 'FOR INSTRUCTION'

b order to-teach. electrom.c lx(:ara‘y the' mqush a )

teacher must 1éntiey the basic principies of television

- grammar, or "visual litéracy”, and television literature,

as ?-geure-, _since "the begiming of all understanding is

classxfxcutxon" (whit . 1975, p.- zz). The perspectxve of

’cms approuch is m proceed from the distinctive features . -

of the art oF mans, quia, which Cambus - has spoken about in

i . this way:

i ' .+ ' From'a prcfe!sxcnal lifetime of study
.and participation. ‘in the media, we may posit
the folloving three conclusions:

‘1. “1f linited to one choice-from amonq,
. (a) information, (b) persuasion and
(c) entertainment, as the general
end or purpose’ of the mass media =
from any perspective - it must be
entertainment;’ irrespective of what
. exampfe or mode ‘is suggested. Be ‘it
hard news, advertising or general.’
information, it is presented in a "
fomat of entetta.\.nmann 3 N

s 2,1k gwen a choice betvem technology and
- conten! :
. in the state of the art - predominates: . .°
The fascination of equipment and -the °
infatuation with speed dre all too often
‘at the expense of what is looked. at or .-, b o
reported. The heightened pace and " ¥
indiscriminate use of technology. leave -
little time for cxitxcal review of what
is covered... N IR

When'faced with'the choice between . -
personality - the sender of the message -
and the’ Tessége “ithe parsona invariably .




w;ms over content ... in the mass media
the th

an
PR v et
The crucial point is that this _
entertainment ismost often at the
expense’. of knowledge vhich media . should
be providing the public - information
needed and vital for the simple matter
'of coping with the world. (Cambus, 1979,

o pp. 3-4)

The 'study of cexevis'ion .technalogy is crugial to]an
snderstanding of the 'srammar’ of television production.
Jtudents’ need to be taught “that: televlsum utilizes.a
atstinct, kind of language which siggests vilues, reinforces
attifudes; and conveys information about soclety. the family;
and mile-female relat'ionships. - This, lanquage consists not
only of words but gestires, the framing. of a shot,’ the design
of opening titles, the attire of an announcer, and the
Surnishing of a stadio.  Television is a conveyor of
ideology,.and the ideology is more effecuve if the viewer

‘. assunes’.that e peELE s transparent: and that the images

are unmediatéd (Masterman, 1980, pp. xiii-xiv).

"The prima’;y object ‘of study in television studies is
‘observable shd circymscribed; it fs the dntinial floy of
information which is communicated'to us.by television"
(Masterman; 1980, p. -8). " The mo.s‘t important: ‘characteristic
Of “this body of information is its nan—tran'spa?gncy. g
potent mediating process exists quité independent of the
event being televised. Electronig literacy is a. i
"demytholcglslnq. process which will Tevéal the sélective

practices by which images reach theitelevision screen, %
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emphasize the constructed nature of the representatlo;ls | A

5. @ projected, and- make explicit’ their Sibiveyic :Ldeologlcal K

¢ function’  (Masterman; 1980, p. 9). Literacy itself isa

ciltural phenomenon and’ mist be studied with techniques and

* ‘analyses appropriate to cultural processes. (Cochran, -1978,

i * o PP. '243-266). .
"\ Masterman identifies three stages of 4 methodology
which can be use‘d to emrhance media awareness; First , ;
students should br encouraged to describe inages at ‘a
denotatxve level lot interpretation:’ In order’ to ‘achieve
Anie dtm; “the teacher can’ increase awareness of the methods
wToyen by pioaiicers ot el aripibn magsiiith Coimarilater.
meaning‘ Secondly, . the teacher may encourage interpretation
. By exmphant sing Gonnskel lve ‘Ldvate’ Of meanthy dnhesoe B

cultural images and objects. "What does each denotative

quality suggest? 'What associations do that color, that shape,

that size, that material’have?" (Ma’sterman, 1980, p. 10"

Discussion  w 1 becore. less Open-ended as pattexns and ; -

sasogiabiongibeccie ev:uient and consideration is given to . |

55 5 1ntsrpretatxcns at the third level, cnat of ideology : i
» e 5 ~ What-does this program say through its
=2 ¢ E complex of signs and symbols? What values
W Y dre embodied here, and what does -it tell
us of the sotiety in which it finds a
- . place?”” Who is_producing this programme,
G for what audience and with what purpose? = . -
# (Masterman, 1980 p. 10) . 3

o




‘A primary aim of exercises coricefning peréeption of
C

the  telsvised image is to develop an awareiiess that television
messagessare overloaded with meaning. Particular attention’,
| - should be .given to the apparent 'innocende! of non-verbal
J:Dnnnuni.’car_i.on. A'gesture or mode of dress im the result of
human cnolce and dec)sxon rather than a spontaneous,
inevitable expression of a particular Sptieuda. Students
should be vtanqht to tegard nénvgrbal col'nmunic'ationb"as & 1
inextricably connected " with the political; economic and . ||
sosial systens which originally gave them life" (_Masf;erman;v ;

1980, PP./43-44) .  Visual literacy can gmerge £rom a general

knowlegge of the chamnels which produce meanings (Masterman, =
1980, p. 46), and anvawarene.ss of Kinesics, the sr:ndy of -
communication through géstu're( posture and body movement,
sShould bé taught not in complex psychological de‘gail , b - ¢

seriously enough to.elucidate that "People can be regarded’

s as ‘guite complex ccmmunj.‘cation netwo‘rks, thelr clothes haiy

; style, posturt' ... all revealing somemmg abgue them"

(Masterman, 1980, p. 55).

[ . Although the term "visual llteracy" can’ be applled g S 7

to any meﬂlum whiich utilizes -the sense ‘o syant , some of
the difierences between telev)swn and film-ought ‘to be

.considered. ‘A brief analysis using Mast's three-part.

division of material, process, ‘and £drm is very usefu} for

explaining ‘some of the eléments of visual Iiteracy, the

"grammir" of electrofic literacy (Mast, 1977, p. 100). Mgy d




The materlal of m.nema J.s et

s in comparison with

a telev151on screen bombarded by electrcns. Since television

does not project 11qh: through @ythmq, a major difference
in' terms of "material® would be the clarity of the resulting
visual images. Light passing through celluloid has a greater

potential for sharpness ‘and detail, as Well as "much softer

-and mellower,-vlsual f’ects than electrons shot against a

glass screen” (Mast, 1977, p. 100).
Another difference between the material bases of,

telévision and cinema is that the matérial of television

. reception is not the material of-television recording,

“unlike célluloid which photographs and is projected . (Mast,

1877, pi 101).+ Teleyision recording magerial can be one<of /

three kinds. ‘A program can be' televised "live", the action

‘transferred instantly from the camera into the electrdnic

process for viewing; a proqram can be.videotsped and ‘the .

delayed event sent into the electronic prucess “later; ‘or a
program can be recorded on film, which I being

projected into the electrohic process later. ' Although

“television. transmits these materials with mstantaneity,i

"its recording materials prodizce thrée different tenses:
the‘pow, the a little while ago’that “Jooks Like now, andthe
some time ago" (Mast, 1977, p. 101).. It 15 1mposs].ble to
distinguish visually between live and tape.

Television does not produce the same illusion of

movement -as. film does... Unlike film, television has no
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frames: 1In its transmission process tglevision receives.

b Lox
thirty pictures per second on its sénsitized:screen (Mast,

CC P e 11977, pa 101). . . .

In terms‘of "process",. Mast points out, as Foster’
will ‘explain later,' that."the dominant shots are facial

close-ups: and human-centered medium shots; the primacy

|- 2 communicative devices are faces, dialoqué, voiges, ‘and [&
] .= music" (Mast) 1977, p: 103).. Also all -of.television's

"gormg" ave bullt around interruptions. 'An’hour of:

- i, telévision contain® ‘tﬁeﬁlv‘e ninutes, of commercials, so avery

hour-long program is inevitably divided into six parts. %

Each' segment usually closes with a mini-climax before' the
Commercial.” It is certainly qwon'able whether any
P . dramatic work can accommodate 50 many clmaxes (Mast, 1977,

P. 104). However, when televlslon presents one of its

forms that take e g of its pre and ifs

< simultaneity of .transmission and reception; it presents a

unique experience which overcomes the inherent weaknesses of
the medium (Mast, 1977, p. 105)! ‘When television attempts
to' compel us. with a hypriotic illus’icm of human experience,
..< it betrays the llmltatlons Df its. materlal, process, and
forms"" (Mast, 1877, p. 106). -

% Having outlined the basic differences between film'

and television, it is appropriate. to examine the grammar of

‘eléctronic literacy as it pertains to television and cinemaw.e” -




"Foster analyzes the structural elements unique to, teleyision
and £ilm and states that doing- s6/ can enable the viewer to
understand the powerful, manipulative side of the media.
Bditing, movément, compbsition, color, sighting ‘and sound

- comﬁ‘nse the language of this new 11teracy. These -elements

are used by television and £ilmakeZs to produce ‘g °

-emotional response that is all the stronger wher there is a
lack of awareriess on the part of those being mehipulated
| (Foster,. 1979, pp. 4-6). .

"" The.term "composition" refers to the objects, pedple

_.and places’that .are-seen-within the cémexa'sho:. This. .term
{essis . tnatoabes asnanipalative quality eined it invelves
invention, arrangement and order: Inaggs sélected are
rarély "neutral", if there exists such.a thing, as a neutral
imdge. Like Wwords in a Sentence, most images evoke
connotations. in relation to other images:

: A direétor’ can’also manipulaté audience reactmn by

the choice ‘of camera distances. (Foster; 1979, p. 6).. The

essence of televlslon is the cluse—up (Foster, 1979, p., 20),
. which creates mtensmy, while the long shot; By its
distance, impiies detachment (Foster, 1979, p.'6). The long
shot g.\.ves “the viewer a sense of geography and a-vss_nse of
physical relationship of the o EY ‘portrayed (Foster, '
. 1979, 'p."20). Long-shots are usually employed to, identify

a scene change, and ‘close-ups frequently ‘take place shortly:

\after tHe entrance of 'a new character on the re-entrance’

|




of a chdracter who has not beéen seen for some time- (Fogter,
1979, pp. 20-21). X
Camera angles and framing are equally important
{Foster, 1979, p. 6). .Three components of the camera angle
-include its distance, level and perspective (Mast, 1977,
P.°168). The implication of rather vague terms such as
close-up and far sho!t “is not so much to define distance. but
# .. to define the photographic subject of a pum:ular shot.
When r.he distance of a shot defines its subject, the director
determines the most efficient level for portraying that
subject and conveymg its' "information". The level of a
shot can range from directly overhead, 180 degrees high, to
directly ynderneath, 180 ‘degrees iow, and such; extremes tend
"to, convert ths pnocoqrapluc :ub]ect into an almost abstract
visual pattern; emphasizing formations of people as geometric

. - shapes, not as thinking, feeling beings" (Mast, 1977, p. 168).

Most shots that project human features, faces.and feelings

“as the main ph ic subjects use
< Fange ‘of .angles, usually: betwien:45 degrecs dovmward.afa 45
deqrees upward. o
". The power of a camera angle to- praduce a manipulated
response cannot be'underestimated. For example, a-high angle
5 shot that slants downward .at its photographic sibiast tenay.
to reduce the 1mp°rtance, pcwer and duminance of that subject.
A human Eigure shot £xon abo‘)'e appears to'have'a relatively

large head and a smaller body tapering away at the base.
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The impression is subjective; the photographic subject appears

to be short, small or weak. He may feel humbled by a figure
observing him,from the point of view of the camera, which - :
has a ‘superior physical position and mental ‘attitude (Mast; .
1977, p. 170). : ! S ’ )
conversely, ‘a low angle shot that slants upwam at

xts photographlc sub)ect tends to increase the importance,’

pcwer and dominance of that subject. A h\m\an Elgure shot

"from: below appears_to. have a broad, ‘'strong base rislnq to the

top, "implying that the mental structure of'a human being ...
is alsc a properly supported archiceccurai edifice..."™ s
(roster, 1977, p. 170). :

A TR O T film stoties, the camera
Bailipadhl Tel the Tumdh condiiton ~In order heryEew: move, Sl |
one sidelof an object within a Sihsla mtioe, Yt EaveL
around that ob]ect. To reveal jiore than [one. point of view
toward .an_evént or being, the cameta must cut to it later.

! While the camera is.potentially omniscient during the course
of a film because of structural and imagistic succession,
‘its vision is limited during the course of ahy particular
shot’ (Mast, 1977, pi 173).. These devidés should serve to
reiterate a fact of cinematic art, indeed of all are, that
16 ‘audience or critic can afford to take for granted:

Every shot necessarily reveals some .

- things and suppresses some other things.

In order to discove what an angle truly’

reveals requires integrating the. single

shot into the film's imagistic.and .
:structufal successions. (Mast, 1977, p. 175)
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Three. conventions of television produ‘ction» are the.. . |
C\.\C the dissolve or le, and the fadé in and fade Out The‘
cut is an instantaneous switch. Erom one camera to another
(Davis, 1978, p. 74) and may be used as a means of changing
scenes (Davis, 1978, p. 12). It is used when the action is
continyous in tim (Dav_is,‘ 1978, p:.. 74). The: dissolve, or
mi‘x,,_is a gradual \mérqi_nq of one picture into another.until’

‘the prévious picture:disappears (Davis, 1978, pp. 74-75).

It may be used to.indicate a'lapse of time or as a means of

changing scenes and is not usually utilized when the action
is continuots (Davis, 1978, p. 12). The fade in and fade
out imply a longer lapse of time’ than indicated by a dissolve
or'mix, and may'be interpreted as a parallel to the ending
of a chapter (Davis, 1978, p. 12) . : W 5
 Foster states that motion is the very essence of film..

and that it has a hypnotic attraction.  Motion has differént

"forms, such. ds the movement of people or.objects within.a /

shot, camera movenent, movement created by the mechanism Of
the camera,.or mcvement created by the process of editing
(Foster, 1979, B. 8).- i f' #

Each of thesd. forms of movement has manlpulatxve
effects. Movement within a shot may be less cinématic than
other forms' of motion since the camera simply récords the
motion,, but the advahtage is'that the motion appedrs to be

. ~
very natural and the sdgne's mood can be changed without

* any external help such as camera movement. When camera
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5 moven\er}‘t is used properly it "can contribute -an external
cadénce to a ‘shot or scene that ¢an convey many moods or
feelings and create a sense Of participation in the audisnce"
(Féster, 1979, p. 9): . This is called "subjective camera
technique” and the camera becomes a part of the action as
Seen By a charadter. - )

The recording speeds of the camera can also’create
motion, g‘ast min:ion is primarily used for 'a comedxc effect
‘and-slow motion has become a lbve scene cliche.. More recent

- usds of slow motipn'serve to disprove the notion of,
invisible honds Between technique and Mood, such as thd use

jof slow motion.as a means of making dying and suffennq even

Sudden movement of the camera is frequently used for shock

value, slow motion pl has’ been employed at moments

reme -violence. In this situation

. the film literally retatds its magic-
lantern movement and calls attention to
- itself as a series of photograph$: The
freeze-frame is an even more violent
assertion of the photographic nature of
the mption-picture' sequencel (McConnell,
1975,\p. 39)

Editing may-be the most im’prov‘isatory and experimen.tal
stage'.in the process of assembl].ng a movie (Mast, 1977, p.124),
but u; is also the filmmaker's most manxpulatlve device
(Foster,” 1979, p. 10). ' A strip of cellulcld chtalns a
photographic image on ‘every single frame and the illusion of

movement is created by the passing of photographic images
. v

more frightening and §rotesque thai ope.would magme. While .




past a light at a velocity of twenty-four frames per second.

Editing may be defined:as "the process ‘of cutting the stirip

6f ‘film and splicing it togefher with other strips of film
*to'achieve a desired effect”  (Foster, 1979, p. 10).

; An'astute film editor can exert an enormous power =
over. the audience. Sequences can be edited in'a pattern to
reveal an’ {atridate thamatic structure; .which'then Sonveys |
a definite inpression: Alcaréfully placed series of

revealing.incidents .can be used to develop theme.,

Consideration -should also be given to "visual themes"
developed through Sequences £hat.highlight ‘physical -
appearances. The internal editing of filmed material may -
“be ‘subtle and difficult to detect unless a viewér knows what
to.look for and deliberately.views in a critical fashion:
There may.be o way to.detect how much time actually ‘existed
between ;:ansecqtivf cuts-or which statements or ‘shots had
been deleted, or 'edited'. i 5 el

: Although certain’ visual éliches’ have become obvious
_an[i trite, such,examples’ do manipulate an auéignce’s’
‘emotions (Foster, 1979, p. 11). Two-types of cinema

misic are background music which-an' audience may not spécif-

ically notice and more distinctive music desigred to attract

attention’ (Mast, 1977, p. 211). Producers may use "the
F;mioi.\s rhythnic. thruining of basses to bufld ‘suspense” or
“the botncy, playful, bright movement of brass:for the

) weep of the

comical‘and happy scenes. There is.the washing

P
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" ful1’ orchestra fof 'violent: storms and fights; there is the-
'breathless gallop of the full orchestra tor the. climactic”
chase... (Mast, '1977,.5.°212).. These sosssba1 cxfopasidze
effective because of a film's System of succession and image
which provide visual /interest and emotional intensity (Mas(‘j,
1977, p,‘ 213). Man;( films make use ‘of morev‘unusual,. ™
umovat).ve sound” tracks, but the only point to be madé Here
is that even the most stereotyped mefhods ‘of umlumq

‘sound tend to be effecc.we in manipulating the desired,

response’in an audxence.

on television,production it is lalso anqested that!

sound ‘and image should ‘hot:conflict. While the “picture’

;makes an inmediate inpression on ‘the viever, a . spoken comment
makes an impact ‘only when it hs: hosn " ol atad jan
understood in some way. An image may. convey more meaning,

"“or more of the intended meaning, if the viewer has been

prepared. -

Thus it is sensible to make the ‘sound’

lead up to a new image and then leave

theé picture to make its impactundisturbed.

After that; cue the speaker:to make his

comment and to prepare us for.the hext

visually important moment.. (Davis, 1978,

p. 58)

These elements which have been axscussed, ‘movement
within & shot,. camera movemenc, calfing s sousd create
film rhythm, a feature which ccnt}xbutes tD the ‘manipulative
quality of ehe_expgrienc‘e. Any partigular .film may contain

@ifferent rhythms or the film rhythm may create-an increasiig

7
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ser;se of power. An Qn'derstandihg of tgaése structural
devices is a ‘requirement of ba;‘j.c visual literacy. Films :
and television axe‘\noé ﬁerely instruments. of e_ntertainmex;t,
artistic expression and:information, they.are poverful
media possessing the potential for'influencing the thoughts
dnd. ditions OF viewerss Therefore, students should be g

taught to analyze these ‘structural devices and production

" techniques -and their ability to affect the résponse of. an

audience. .
: i‘éievisi‘on and 'film convey ‘a striking sénse of

reality which is misleading. The camera itself emphasizes
nothing:. | it.merely records. ‘The operation interferes and.

places the camera so that it records.a picture which gives

" the desired emphasis. 'The eye of the camera views only' part.

- of a sceneat a timé and lacks the depth of peripheral vision:

It en;arges.objects at close range and d‘ras_tically reduces
objects at a'distanée, buf has an advantage in being fastér
and able to define thir;gzwith greater accux“acyr.

&‘here“are“‘m‘any ways ‘Ehat £iitmekingionn wibes-reality:
Film time can be shortened or extended and it rarely
corresponds to actual tile. This can be accomplished by.:
editing. For example,.a simple fade-out may représent an

\ ; :

hour, a week;, a year or ‘a-decade. .Time may also be changed

“through using slow and fast motion; slow motion may inténsify

a moment or heighter impact and fast motion may yield the - A

_same results in other situations. Spatial reality may also




- © be ganipulated by filming objects in varying degrees of -

size'and. using close-ups of lTong shots’ (Foster, 1979,
Pp- 15'-17) Color also alters reality; dull colors Hould
obviously create a aifferent mood than bright colors (Mast,
1877, p. %) ana contribute to, the overall effect and theme
of a filmor television program. Similarly, lighting that _
is bright and glassy'giw}és a feéhnq of glamour and excit:e-
‘ment, while dull 1ighting canbe used to elicit & sense of

pain; (Poster, 1981, p.- 71)-

"X vuuany literate public undeYstands fiim's’
xelatxcnship with reality and perceives £ilm as a created
and:controlied medfum like print or music! (Foster, 1979,
‘p.18). Just as schools have ag_wfys accepted ‘the respons=
ibility for teaching people to read and write, they must now
accept. the responsibility for teaching peoplé to:be literate
ana percepuve viewers. - The a'biuéy to communicate is the
Gore of all literacy, so English teachers should be-.
responsible for instruction in a new type Of literacy which
contains a visual, electronic element. <

English ‘teachers possess much of-the knowledge
necessm‘—_y for teaching elect._r‘onic luist{\"'the same
clements that make up 4 good literary discussion will make

" for a good discussion of a TV._prcqzn.m" (Foster, 1981, p. -70).
5 ﬂroste:b includes an analysis pf theme, character;, plot and ‘-\

style as some of these elements.
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ST ( | Bnother’ £amevork which Charles’and Mariann Winick ‘
" have found ‘useful concerns the dimensions of form, movement,
and content. . Form J.nVOlVES the ‘internal structure, flow
and coliesiveness’ of a program, movement is visual -and e
auditory, “and' content concerns,,&:heme, plot,. character and
setting (1966, p. 155).
These factors must all be taken into consideration
in order to.-teach electronic literacy. . Since the mechamcs‘

of this recent extension of modern Literacy hiave béen

. outlined in’the "grammar" of televlslcn llteracy. the

probiem remains to identify some of the major "genre" of |

télevidion "literatire". Smce advertising is the true "art"’

of telsvicion genra in'its expart utilization of technique

and message, or "theémé", it will be considered ‘first.

Modern advertising must be seen as a direct response
to the needs of mass ‘industrial capitalism® (Ewen, 1976, p. 31).
The' public. had to be gnc;:ﬁga‘qed o \consuins, "and it order to
creaté” consuriers the advérti:sin:g ‘industy had develdped
umver;@l notions of -the most efficient sEimaLs ToF eliciting
a human response (p: 36/% Advertising language tends to
concentrate on the viewer. as a consun;er,,'_and in doing- so -
s » makes certain assumptions about the state of his psycho-

loglcal make-up:



“was the basis for behavioral engineering ' .
in commercial, economic; political,. and
other advertising 'and propaganda; the
expanding économy Of the "affluent society"
could not’ subsist without such manipulation.
(Bertalanffy, 196§, B. 706)

A product s utxlxtarian value or mechanical quality

are insufficient inducements for the selling of items at

the ‘rate and volume required by mass production (Ewen, 1976
p. 34), Early i the history of national adveécisxng it vas

discovered that people %ill begin to consume and ,continue’ to

" do so if they ard endowed with a 'cmucal self~ccnscmusness

ifi tune with the "solutlons" of the marketplace'' (pp.’ 38-39) ..
Cnnsu.mptxon thereby took On a Cultural dxmenslon whlch drew
on nationalistic, democratic ideology. The business r:m_ml\um.ty
hoped to transpose the viewer into an individual whose.needs

and frustrations-relate to "the consumption of: goods rather

than the.quality and content of his life (work)?! (p. 42).
This. individual percéives himself as an object’ of, contifual
social scrutiny (p. 34) /afte: being ‘exposed’to advertisements
which cri«-_iciza_humgn‘ bodily functions and self-esfeem, and
offer 'weapons' by which even people w’ich bad breath, enlarged
nose pores, corned feet and cther such maladxes could Ecllpse‘
themselves and "succeed"' (pp. 47-48). A seléctive version
of 'truth' ‘was formed for the purpose of inducing a‘mass

social dependency on advertised products (p. 77).




Manipulation of the masses through the use of "robot '

psychology" (Bertalanffy, 1976, p. .706) required that ‘people:
"assume the tharacter of machinery - predictable and without

any aspiratijons toward self-detkrmination™ (Ewen, 1976, p. 84).

_Consumption involved a decision about what to buy only in

terms of a particular.advertisement. In consideration of a

. rapidly expanding commercial culture; "the foremost political’

-désired effect may be described ir this way

imperative was w}iat to dream” (Bven, ‘1976 B 109) The

. As'we stroll. through the'world of
advertising, the half-intelligibility :
of what:we 'see and 'read'and hear g
éncourages us' to hopéifhat oz

extravagant expectations may b

coming true. . (Boorstin, 1961, p...223)}

Consumerism as-a "world view" (Ewen, 1976, e 108)

stimulated consumption and’ also pmvmed a conceptlon of =

"the good 1if

For example, the symbolic role’of youth
has always beeh an important concept in advertising: - One.*

brime .reason for this.is the fact that.childhood is a pericd -

of increasing consumption (p. 139), therefore advertising . ' .-
idealized youth (p. 113). . In doing so:innocehce and. :
manaabuu—_y were also celebrated Parents wefe ehcouraged
to enulate certain qualities of their ‘ch;ldren,

the. elevation ‘of youth, ‘and the reality

- of youthful endurance, made youngness.a
salable commodity. People's .anxiety over

..the turn in production were now focused of
toward a safe solution. ' Youth could be . s
Bought, or so-.the ‘ads claimed. Once-again, W -

the loci of social unrest were being -
confronted in the marketplace (p. 149)




In an industrialized society, work itself is = -
characterized not by talent or prowess but by a person's

e . ability to maintain a routine. A person can hardly feel

- indispensable performing a task which many others are

‘capable of doing egually well. Thus, in ‘the earliest

e i advettlselﬂents directed at men, personal appearance or an <
- .\mage of dedxcation were pextrayed as cha:actenstxcs 3
. i capable %dxstxnguishmq one person’ from ancther. N

J . Productive competition for jobs Was
A I N integrated within the ideology of a
S g * consumer market which' was offering

men a means to success. By smoking
a pipe, or. by cooking a ‘certain way,

. - 5 people could accumulate the social 3

v . B £ appearance necessary in a world which .

# B & ¥ s i had placed a decreasing value on

] e creative skills. (Ewen, 1976, p. 155),

Although the culture-envisioned industry as a‘world
of men, "the distribution of mass pmduced goods- raised ‘women
to few ‘significance in the mind of business. fheif day-to-day
" activities were seen as integral to the sustenance of the
2 g i p:pdp'ctiv’e systed™ (Bwen, 1976, pp. 167-168). Women were -
lnvested with a great deal of control and knowledge .- G 5

c.ucuxscnbed, however, by the xdeolcqy of the consumer.

market” (p. 169). The 1nvolvement of women in u\dustty went. "%

beyond domestic lim.ta. she became a kind ‘of director .

consufer activities. Her need to be educltad in the

of mass consuription ‘was rexterated conatantly by ihe

advettlsing Lndust:y: "WQmen we‘re varned of dang!rs in the

(p. 169) .




. . . Women in early advertisements observed themselves
frequently and were very'self-critical. They were.reminded
‘that their appearance rather’ than their ability to organize
" would ehsure fidelity and home security (Bwen, 1976, p. 177).
~ & woman's social role "became 1ncreasingly defined in terms
- of consumption" (p. 179). Advertxsl.ng adapted. the notion. .
Vof the' social self from the £iéld of social psychology
whereby "people defined themselves in terms set by the ks
N approval or diaapprovul of others” (p. 179). Women were
educated to observe themselves as creatures to be alded by

the modern market to. compete with other women (p. 180).

= . The early yeais of national advertising set the tone

and conceptual framework for all That was'to follow in the
- “uart® of advertising. No individual can claim to be literate
in today's society and be ignorant of the philosophy. of
advextxsmg, whach provides answers to questlons about how to
e 4 iives Mvettxsmq has always utilized and denied "the

. Qo collective image of the family" (Ewen, 1976, p. 184) in its

attempts to define meaningful existence. .

For each aspect of the family collective
- the source-of decision making, the
locus of child rearing, .the things which
- elicited affectionate response - all of
. those now pointed outward toward the
5 . + world of commodities for their direction.
© (Ewen, 1976, p. -184)

‘The social mores, modes of communication, and culture -

' generated by mass production wére presented by advertisements
‘"as beneficial correlaries to the less appealing.aspects of
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modernity: . the monotony.of work,. the decay of traditional
social arénas, the political repression..."" (Ewen, 1976;
p. 198). To this day the philosophy ‘of advertising has
maintained ‘the same logic, which is "the sense that &
product ccntains the negatiopv of its own corporate origins" .
(p. 199). Advertised products are E :
- praised for their. organic naturalness
> and their timeless.quality. ' Modes of

anticorporate, resistence and sentiment

reappear in the ads themselves,

" miraculously encased within the universal
temms of the market. (p. 219) .

The growth of television as a mass medium was
financed by advertising, Since "Television' was the greatest ‘
deilvers Bysten for alvartialny tint had sver besn tnjentaar
(Mander, 1978, p. 134). Consumption was inherent to.the
1ife style of many television series of the 1950's, where

"game shows and situation tomedies provided a showcase for

‘the new consumer-oriented America” (Ewen, 1976, p. 209).

Progxammxng and advertxsxng both reinforced ’ccrporar_ely
-
produced goods and’services ... as the.cohesive fiber of

daily life and as objects of fantasy (Ewen, 1976, p. 210):

The notions of "freedom" and "choice" were "being unified' and

firmly implanted in the conception of. loyal commitment to the

political, religious and social arenas encrusted by brand
names and consumer credit" (Ewen, 1976, p. 211): Advertising

presented a spectacle in ¥hich people s

philosophy 6f consumerism where any. attempt.to look or act in °

|
|
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Jecame

a manner which ‘conflicts with these projections "
the vague archetypes of subversion and ‘godiessness" (Ewen,
1976, . 213), Not only were there vivid portrayals of

how to participate "in the society. of abundance, there were

clear messages as to what constituted violations of these

dicta" (p. 213). . The electromic’'language" of televised
advertising reinterprets and colonizes "the Social realm of
resistance ... for corporate benefit"' (p. 218), and until
the viewer understands how. to "read" this Langoage and
"confront cﬁe infiltration of the commodity system into the
. interstices of our 'uve;, social change itsalf will be but
a product of corporate propaganda® (p. 219).
The vpotential for manipulation of the viewer has.

been compounded during the past decade by the use of

subliminal techniques in advertising. ‘Semsory inputs that
bypass or are repressed. from consc¢ious awareness communicate
with the unconscious (Key, 1972, p. 18). - "A conscious

association can ... trigger a subliminal precept buried

deeply in the unconscious weeks, months, or posslblyﬂ years_
. after the sublmunal precept occurre; . 21). '
The mass medla have  effectively gained the conndence
) and trust of the public, much to the desire of advertisers.
Once the viewer trusts, believes and identifies with the
content of. the teleyjsion medium, then ‘subliminal stiggestions

tend to be more readily accépted (Key, 1972, b.. 26).. "



' ““. . Merchandisers, by embedding. subliminal
- trigger devices in media, are.able to
- evoke a strong emotional relationship

between ... a product perceived in.an
advertisement and the strongest of
all emotional ifuli - love (sex)
death. (Key, 1972, p: 29)

An example from the-"genre” of advertising would be the use

" of a.theme Gf rejection. to sell cigarettes, food and mouth-

B e - 7
wash.as an oral gratification response (Key, 1972, pp. 34-35).

Advertisers make use of ‘consciously unperceived vords

and pictire synbols purposefully designed, into media with the

Wi

motive ‘of solic;tinq, mampulatan, modify;nq, or managxng

human be.haviox" (Key, 1976, p. 7). Included is manifestationd

of this technique would be the- sexuaiization 9f people, " °

arinks, food, money and mass produced commodities (p. 15). -
'Mvertxslnq creates a massive subliminal envlmnment where
men and women' appear most frequently in fa.nta:y relationships ..

designed to enhance or optimize the mass audience's consuming

. orieatation (pp. 20-21). Production technigues which use

mouths, noses ahd eyes as focal points (p. 88) and “guick-cit

" transitions" (p. 108) which show as many as four scemes in a

" single’ frame before focusing on an individual image overload.

the senses in order to be projected more guickly into the. *
unconscious minds of viewers. The unconscious "easily

‘processes very large gquantities of data, storing it for later

into donsBiousne (b 108) .




‘Televlsmn advertisements can be classlfxed lnto
three’ types of enotional experience to which the unconscious |

{
seems to be especlally'sensxtlve: ?

1. Experiepces that conflict with cultural
taboos of 'long standing. - A large portion
i of dny society's taboos directly or
- indirectly involve sex and death.- the -
beginning and- the end of- life.

2. ‘Experiences relative to personal or
group nervosis or psychosis. These
would ‘include ‘a wide range of psycho- -
pathology - £rom phobic responses to
.Serious. delusions of persecution or .

even paranola.

i Experlences acquired from o painful
or ankiety-producing situations. . These
might include responses to.a wide range . 4 -
of recent difficulties in such areas as .
marriage, health, employment, ete: 5
(Key,. 1972, p. 35)

Since "contemporary culture is becoming & visual
culture ‘rather than a print culture" (Bell, 1976, p. 107),
it could be arqued that in.a modern world dominated by mass
media “z_m}one whé caniot read and understand the sublimindl
languége‘s of ' symbolic illusion is furictionally illiterate"
(Xey, 1972, p. 18)'. Education which takes this into account

is very important: "It appears that once the sibliminal

information’ becomes. apparent to the conscious mind, the
persuisive or manipulative potential in the data are
.destroyed (Key, 1972, p. 27). )

: A$ we attempt to interpret the advertising language
of the electronic media it must be understood that "the
meanings of our popular culture are to be found in the
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structural configurations and not in the isolated images and

- ;symbols" ' (Blechman, 1980, p. 38).' ‘Viewers have to. bé taught

not to perceive a televised image as the object imagined,

2 © . but as a referent and to

take into‘account the fact that in the -
very act of reproducing the objective o

g world on film or videotape, a :

> .. transformation occurs. ~-The images

d become symbols that can be charged with -
meanings above-and beyond ‘the concrete
reality of the objects they mimic.
“(Blechman, 1980, p.. 45) . .

A consequenice of this. process of Symbolization''is.that the '
meanings given to each object are effected by the imeaning §
gliven bo wtL Bns'oetite ond st dn. e Systehe (Laekiin

1980, p. 45). .

There is &~ underlying stiycture in televisio’n

advertising vhich operates. within the context of all television
content ‘and determ).nes the meanings ana dssoGiations of
advertisements. . By, becoming aware of the .underlylng structure
of ‘the most popular mass medium ]_t is possible to gain some . .
measuré of the impact of l:elevls:.on on contemporary culture
(Blechman, 1980, 'p. 51). *The following diagram pcr_\tra‘yslthe,
styucture of ‘woniercial sdvertivemssts in a-eiuiifisd sinner

(Blechman, 1980, p. 50):

- [An adlt - [ engaged in & "cultural" activity.
is affllctad in‘a This is caused by (dirt, a chlld,
manner that disrupts’ arthritis).
that activity .8

and use of The proper product
rectifies the disruy

That "regates™ The
original”situation.
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As this diagram would indicaté; ‘the mass media

depicts what is beyond the range of our senses but acceptable

as an extension of them. ."The form in which we pérceive-

reality has’ been transformed by the evolution ‘of communications

‘technology" (Bogart, 1980, p. 209). .It is becom‘inq increéasingly.

dlfflcult to deflne the barr:l.er between the real and the
illusory. This -is an’ important point relating to another
‘genre! of télevision production - the nevscast. ,

The 'size of a broadcast news asdience i racely
rélated t6 . the signifigance of a particulsr day's events.
Viewers tend to watch news broadcasts in their entirety for

the same reasons, they watch other programs -from beqinnmg' o

“toend; time passes by and another program will fc11ow. A

" substantial part of the aud).ence is der;.ved from viewers

already tuned to the Statibn, anda large art of this

audience will be' passed on to the program that follows.

.These programs are vital to thelcompetitive struggle. to

saptrize s Lasjex share of :the dudience (Bogart, 1980, 'p.'212).

"Format and substance cannot be dissociated" (Bugart,
1980, p. 213). Bven if the sdne ‘criteria .of responsmle
news reporting is used {ionpcast e print, the
viewers impression of world events is shaped by’ show business

principles which determine the length of reports, the use of

“ film segments, and the selection of news items to.meet

dramatic criteria or to utilize existing film footage.



"Because shows'axe paced, balanced, orchestrated, and VR
_packaged according to the rules'of show business, they fit
" smoothly into TV's fantasy.world” (p. 213) . ‘Newscasts 'have -

- bécome , increasingly dominated by young announcers with

.. § colorful, identical blazers going throigh their paces on
expensive stage sets and sh‘az'ing'pxivate' Joes i:etween news ...
items" (p. 214). Cc'nmerclal lntetruptwns come o represent

* reality in that the viéwér is reninded that e is "ot

'adrift‘; in that.turbulent sea Of disasters, riyalries, and

Syt .7+ hdssles that constltutes the news" (pl 214).. Indeed,” a

B n\ajcr structure of - thé televxs1on expenence itself is "the
Juxtaposxtl.on between, reahcy aid anréality" (MoCray,: 1976,
p ‘158), x - v ” . o~ B

* Each news bmadcast Opens with a.ritual that

estabhsnes the Ehen OF "excitement qpverned by orders .0 L ]
(venaker, 1876, p. 105) . [ the announcer projects intensity, -
the ].J.stlng of events conveys control A e, e :
v\ items’ are covered in'a pat.t‘ r_n'uf,decxea51ng importance;

This- thirty-minute diminuendo, especially

when ‘it ends on a cheerful note, promotes £ 3
an- illustion of hard work accomplished.

it rin\plies that simply.watching a news

progran is ‘a meaningful task and that if

we see the whole. thing through, we deserve

a-reward, a little fun. (pp . 115-216);

The methods used ‘to capture the interést of the’

viewer are ap once diverting: and entertaining. Attempts to

control crisis by way of structural techn:l.que are ev1dent
in the settings, ‘Souds, graphics; copy and £ilm used

(Menaker, 1976, p.- 117) . Teletype 'clatter.may ‘aid the
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projéction of a sense of urgency, ‘while:the supplementation
of the announcer's words with rear-scene gxaphlcs such as
maps, drawings, photographs, and organization Logos

are distractingly noninformational-in
themselves, but their most striking

. . ° gemeral aesthetic quality is the

magical ease with which they are

summoned forth... The newsmen never

even take notice of these light. shows; .
they conjure them up and coolly ignore 2
them, The anchormen. skip by map,
satellite, ‘telephone and film all over
the world, dipping into one crisis after -
another, but always. keeping. their - K
emot:.lonal distance, - 1ike master mugicuana

who perform sensational feats in a

detached, almost.routiné manner. (p. 113)

"It is generally understood that the selection of
content for newscasts reflects not merely what is new and

pertinent; "but what arouses the attention’of the audience"

(Bogart, 1980, p.; 217) . nefe:enée is given to stories

which. oceur within a daily period of time and only the -
clunzcnc poxnca of longer-events are consxdered (Nasteman,

" 1980, p.- 94). Events tend to be focused upon rather than

. processes, and "when two stories or pieces of film are

, new and i S meanings .can _oft‘en be
: ‘ =4
1y L , 1980, p. 90)! The

meam.ng Of a news item or an J.maqe “can be radically altered
‘b ‘the content within which’ it ie presented, techm.cal
considerations such as franung, camera angles and edlt.mg,
and the ptesam:atlnn technique emplcyed, such as a_filmed

_interview or an 'expert' currespondent.
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Besides the -"frequenéy" factor previously mentioned, .
"ethnocentrlclty" and "inheritance" are also important.
Ethnocentric items - those having.a
‘cultural proximity' to'the viewer -
are favored in news, broadcasts:..
The further away an event is from the
“experience of the viewer the more
‘cataclysmic it must be to become. news.
(Masterman, 1980, pE- 94-95)
The lnherltance facitor refets to stories selected not' £61 any
‘intrinsic importance; but simply "because"of -their connection
with'a news story of the previous day.’ This can give rise to
*stories' -in which litérally nothing -has happened” (Masterman,.

1980, p. 95).

Télevision news ‘is eli ed and pers :
w‘ithi‘ri any"b:'oaacast, §hé hiérarchy of presentation "will tend
to be determined by the relative social or political status
of the actors in each item" (Mastéman, 1980‘, p‘. 96). Those
in. powerfal positions irtkitn 1eg1t1mated political parties,
for exampl, “will rank very highly in this h:.erarchy. “The
émphasis dpon film material makes the medium ‘particularly
"person-and-event-oriented” (p. '97). Events are portrayed as
being the result of an-individual's actions rather than
deeper or mure abstract soc1a1 forces. Visual evidence
‘tdcuses, o an-indfyidual performing‘an actlon rather than

', daatiag ikt vtier BalTeisat tnptaattons et evditesy 5
this way "television presents us with an a-historical view

of the world® (p. 97) . \

There"dre many other chazactenstms of television

news which indicate the amount of manipulation which takes.




place in’any newscast. A very trite example is the number
of 'negative' news items presented; but it is difficult to
answer why this is the case (Masterman, 1980, p. 98).>

Perhaps the most accurate  méthod of unde!stanﬂing the

reasan for such n:ems is. to-select An example and -determine

how it satisfies the criteria fop/selection .already Outlined. &

This may explain why there could be a bias.taward. negative

‘news’ values.‘ Besides satisfying selection criteria, another

Feasoh for’somich negativity is, qu:n:e ‘simply, -that news

editors have speculated’ "that the audience. might - £ind the -

S, more interesting. if adversu were emphaslzed" [Saldxch,

1979, p. 72) .
The presentation of évents necessarily involves ‘the
manipulation of-material - (Masterman, 1980, -p. 98) .. A

particular néws item may bé given an exaggerated ‘sense of

importance by being “the leadfor principal story and, conversely,

the significance may be' "diminished by being placed towards
the end of the programe” (p. 100), This point is‘crucial to
stories which deal with controversial isfues wheréby television
Can'create, deny or -inflate the .importance of theé news item..
The myth of 'objectivity' must be tempered with knovledge of
the nature of the medium of television and the genre Of
newscasts:

The news event may be a real fact, existing
objectively, or it may be only an item of
information,. the dissemination of a supposed

fact. What makes:- it news is its dissemination,

. ‘not its objective reality. (Ellul, 1965,
pp. 47-48)
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-

The newsreadex: or reporter may, convey a"n attitude
€ a story or individual throigh the use of language ‘and
tone of voice (Masterman, 1980, p. 100).. This-is
partlcularly significant in an interview situation:

Y The three basxc styles of neutral,
Jladiatorial and devil's advocate are
. . applied to stxucture the content of an -
interview situation from  an arterior 5
conception of that sityation and to =
“make the situation conform to* .
anterior notion of what balance will ",
look like. Thus; the gladiatorial 2 a By
style. is characteristically used with * e
deviaiits:. 'extremists', students, " B H
\workers engaged in ‘industrial action,
\; - -the deferential/neutral with consensus '
Politicians; and.the devil's advocate
5. when it's necessary to.cast doubt on the
. credentials and propositions of the -
interviewer in the interests of balance.
(Masterman, 1980, p. 101)

In any situstion where thoss who control the medium
perceive a bias, they attempt to -balance and u;iiizév
teckitdies inveiiig .“consgnsus, ‘toleration and conflict™
(Mastemiaz, 1980, p. -101). The decisidn fo usé‘these ' - i
technigues is itself manipultive and can potentially be

"used to distort an issue entirely. The impagt of mass media
bias on the viewsr can thus serve the pugpcs'es of propaganda.

| the “iase" is in.fact nothing more than assembled individuals,
P wo_sits' bofore o television set experiencing the
tiTusion’ that he is'being addressed personally (E114il, 1965,
p. 8)i the viewer feels

~° isolation in £He nass; wh:.ch is_ a natural
Product of preseit-day society and which

is both used and deepened by the mass
media. The most'favorable moment:to seize




a man'and influence mm is when he is
o . alone in. the mass:  it'is at this point
7 propaganda can be most effective. (p:.9) - :
i Consensval as and institutlonal bias are also
" oo Btk iyetusts. 4 general media principle is that
- the meaning and importance of an event is "preconstructed
for* the audience by the intexpretative Eramork i tin
which it is placea’ (Masterman, 1980, p. 105) . The
mstxtut).onal blas is that news sources "ter‘xd to be
permanent and tel).able 1nst1tut10ns" (o 108) such as
‘.governments, trade un:Lons, co(n:cs of law, and sparts i
entertainment organlzatxcns who employ public ‘relations .
people and give press releases. . N .

Two.general charactenstlcs of EE1evi- 2108 riens e

"the news as show"-and" "the news' as reassurance".. -The

entertainment. principles of -theé newscast genre have already

been ‘explained

television news is less concerned to
provide information as authentically
.as possible than provide it a
attractively as possible” without
I -jettisoning its reputation for 5 T
‘. Teliability, responsibility and
‘probability.” (Masterman, 1980, p. 107)

Dull; factual,’ complex, wdramatic liformation .that is
pe.;r"tinent _must, be packaged more attractively or ignored.
The result_in el DEIAEERT s 15" ipHARLs, 'Sn/ A anatls |
- conflicts and spéctadular events, and thewesult in:terns

of 'séyle'makes the newscasts appear to be similar to ther .

prograns motivated by the attraction of viewers' ('I‘he British

sroadcasnng Carpuratlon, 1981).




" The concept of "the news as reassurance” is . . -
 suminarized accurately in the following passage:

"o . The raw content of news progzames
depidts a world: of constant
= crises, unéxplained. events, centra—
¢+, dictions, conflicts and violence. The
encapsulation of these diverse and e
disturbing events within the‘narrative
structure of the news ‘(with happy.& . -
ending), the familiar personality of’ s
the newsreader, the rhetoric of ' : B
reliability“and expertise which as a° i
¢ continuing thread.thréugh.each -news
story, 'the production of news at a
regular time, of constant foma:, s 5 bl
length, and dramatic structure', and_ .
the hygienic, rational, well-ordered
realness of the television studio all. . |
contribute to-what is perhaps the most g B
pervasive of all of the messages
©  conveyed by the news — that the world
is ultimately a reassuring one of order,
continuity and stability. (Masterman, 1980,
p. 107). )

The 'a-historical view of the world" méntioned,
earlier is'an important characteristic of television news’

and represents a plateau in-the unfolding historyiof

communicatio: "The old technology. took the person to the’
Sk LaHEES RN e EsSHHBYGHBECaEHE ERS s et anaes B
the: person” (Boorstin, 1075, p. 60) . ‘Constantaneous
,éommumcatmn and the "intrusion of med1a into prwar_e and
KE‘jx?xc vehicles ... reduce whatever chance .there once might
havé been for the therapy of delay” (p.»77). While the
mass media and electropic ccmunicatior(s'overcome obstacles
_— impede change, they also . *
ellmlnaqe the cushion of time between »

when an ‘evert happens and when it'is
known worldwide. People have become

i

—
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ringside observers to dramatic news

events, be they wars, moonlandings,
hijackings, or riots; the public’

follow them hour-by-hour while they

are taking place and while the outcome

is still unknown. -(de Sola Pool, 1979, p.123)

The' reaction ‘time of the viewer'hds been drastically reduced

and

there is the possibility that such' a WC\

" multiplicity of shocks and-on-screen

' visualizations results in a
distancing.of oneself from the events -’

“and an anesthetizing of feeling .... .
Scenes of destruction on TV as a . of
. daily-d@iet can dull the capacity for
emotional response.'” (Bell, 1976, § o ¥
p. 107) o e

There is anesd mor waveation i elebtronis ditirady

whereby {rabvieal s are taught  the dlstxnctxve features of.

modern. communication SySteln54 Events are reported to. the

world-with a velocity that has never existed in the history

of communication, and this lends a uniqueness to the

experiénce: “The more instantaneous the communication,

Awider the diffusion of news, the greater the need for
erasure” (Boorstin; 1975, p. 79). A modern concept of

iiteracy must help the "reader" distinguish among the

messages produced by the mass media and understand how

'meaning' is generated from the information we receive.

In our age - an Age of the Enlarged
Contemporary - those to whom we turn
for meaning are the Newsmen. They
tell us what to make of the current
flood of information and sensations.
The increase of unmediated reports
increases ourineed for interpretation.
(Boorstin, 1975, p. 79).

the
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Without the means for gaining an informed interpretation. of

“televised information, the viewer will participate in the

communication experience in a non-reflective.fashion.. The
danger 'is greater than a loss of any sense of history:

The man who lives in the news .., -
is a man without memory... The news
that excited his passion and agitated
the deepest corners of his soul simply
disappears: He is ready for some

other agitation, and what excited him
yesterday‘does not stay with him. This
means that the man 1living in the néws
no longer hds freedom, no longer has the

= capacity .of foresight, no longer has any

reference to truth. (Ellul, 1967, p. 61)
“Communicating is inherently a selective process"
babey S RAReE] 1995, p. W4 TGS AR EHE
peiiies ihepttably mikelobpiceh zgga':dinq what is said and
hear_d, and these choices are "controlled by th¢ needs and
motives of those communicating” (p~ 6)! Popular television
seties are oommunicative acts in which producers, directors
and writers convey identifiable messages "enacteéRarough a
plot played out by characters who ultimately Castcertain ;
behaviors .as better than others" (p. 6). As a consequence,
wnali plots and characters intentionally or accidentally
convey certain values (p. 7): " "The intentions of the
producers; perspective of the viewers, size of the audience,
ana reinforcem’ent process obligate us to view. popular *

5 2 )
television series as persuasive acts... (p. 8).

-

= P




function as a critical framewor

In order for a person to .view. televxslon crltlcally.
he must have some insight into what Setinds are being
conveyed by popular ‘television series ahd how thede values
gain credibility. A discerning viewer would also qaestion -
the desirability of these values (Chesebro and Hamsher,
1976, b. 9).. Chesgbro and Hamsher suggest
a critical a: sessment of partzcular
television séries ... the form and -
content of television series. are .
treated in this analysis as the

factors which transform and convey -
the values into more Subtle and

¢ yiewsrs. (p..9
Chesebro.'and Hamsher draw on the criticism of
Northrep Frye and xenneth Burke to form'a "critical matrix

for an analysis of popular television series.’' Frye points

out: two:variables.which distinguish "the major persuasive

forms: (1) the central agent's or-hero's apparent relation®

ship to the audlence, and (2) ‘the hero's ability to control .

cxrculnstances" (p. 9)-. Fgve particular persuasive forms,

. emerge, including irony, mime, leader—centered, romance and

myth, * In using Burke's dramatistic process to identify

central principlés of television series, four questions may

(1) Pollution --what norms are violated
and cast;as disruptive to the soc1a1

o for :
the pollution? ' (3), Purification.— what .
kinds of acts are generally initiated

to ‘eliminate the pollution and guilt?

(4) Redemption - what social system or

order is created as a result of passing

through the pollution, guilt, and

purification stages? (Chesebro, and

Hamsher,. 1976, p..9)

thereby acceptable Tessages for the e QYW
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A concern for the form and content of popular

66

teleyision series produces a five by four critical matrix.

The following diagram depicts this matrix which provides

the foundation for a systematic and
comprehensive identification of
pérsuasive appeals in popular
television series, [and] also offers
a method for contrasting types of

“-television series as well as for
grouping thoss ‘seriss which employ

essentially the same persuasive K <
appeals.  (Chesebro and Hamsher,
1976, pi-10)

The Critical Matrix

7 .

" - Redemption

" Substantive “Formal Characteristics
Characteristics Irony Mime Leader Romance th
_Pollution " «

Guilt -

< . -

Purification




The: "formal chafacteristics" of popular television

seriés are summarized by Chesebro, and Hamsher as follows:

I . . 1.  Irony. The hero-is inferior in intelligence
and power to others and unable to .

- control environmental factors. - He

[T . causes ‘the pollution in each program
and thereby creates the irony.
Purifying acts are initiated by
others to minimige the hero's

g o B pollution and ‘guilt.

Mime.  _The hero_is one_ of us and able to
control' ciréumstances with the same
i - skill we possess. Mimetic'drama
4 . employs the common, the familiar, as
. % its central mode of action. As a
: result of the development of the
pollution and guilt frames, :
5 H purification is seldom a decisive
- d moment; it results from someone's
. . admitting or accepting the .
i : responsibility for wrongdoing ox .
5 recognizing ‘the force of external
causation. Self-victimization or
mortification strategies possess’ a
. [ .. : genteel guality in the purifying
stage of mimetic drama. No one is
e ever really "evil" and so the
punishment itself is never severe.
’ S Redemption, ‘consequently, requires

the nature of this system.

. Chesebro and ﬂams;-.er are particularly wary of the

+" 1 .values imparted by, this type of series:

c drama and the cluster of values

s credible require.a critical
response. The form assumes that conflicts
are really only "differences of opinion"
rather ‘than profound confrontations. All

“ people are viewed as baslcally decent and
wholesome. The perspective is conservative,

' o(feran a limited view of actual experience,

B and it may thereby preclude a realistic s &
approach to the wide range of human relation-
ships. also, the form presents the




"establishment" or "status quo" as the

most viable mode of organization. ‘The

mimetic framework highlights means (hard
work, optimism, achievement, effort and

the like), seldom guestioning the ends
toward which those means are directed. -

Leader. In leadér centered forms, the hero

control possessed. by others. 'The - .
leader centered drama.provides a
. . context supportive of a strong, if
e not dominant, personality... Thus,
we expect those cast as leaders to
appear confident of their values,
to use those values to interpret
events and create issues,
label forces as "right" and "wrong
Correspondingly, those cast as
followers use the leader's values
for perceptual and interpretative
categories. Guilg . e
assigned by vxct1m1za\:10n or. self-
* mortification... [and] the leader
F generates purification.

Romance. In romance, ‘the hero is superior in

correspondingly the romantic hero -
appears adventurous, mysterious, and
all-knowing’... the romantic hero
assigns blame to those agents or
circumstances generating the pollution:
Blame is assigned so that the romant
hero can grapple with or purify the

‘social. system; the hero, employing the *

special skills he possesses, slowly
but decisively corrects the problems,
of the mind, body, and environment.
The redemption stage of the romantic
drama is .essentially a recognltlon of
the-skill and sensitivity of the
antic hero in recognizing and
resolving the pollution and guilt .
through a particularly wise set of




"genre":

purifying actions.* The other
characters in the show overtly
acknowledge the constructive role
of the hero at this stage in the

drima as well az explicitly
admitting that the hero has

profoundly altered their lives.

These seties provide onfidence and

‘security. for the viewers through the '

concept that external agehts will
resolve human dilemmas; however,
‘viewers are théreby encouraged to
perceive. themselvés .as more passive,
less responsible’ for themselves, and"
more dependent upon the efforts of
mystical figures for solutions to

extremely real problems.

Myth.

-

In myth, the hero is superior

‘to others and the environment

£n kind. Mythical drama xnvolves
universal struggles such as
quest for absolute truth or
beauty, or for a permanent peace,
or the conflict between good and

‘évil.  ‘Both sacréd'and timeless

xl!ues are at stake; the mythical
possesses, as a result,

‘ricuanuuc and dreamlike gualities.

In the mythical drama, pollution is
a p:oducr. of a set of cxrcumntnm:es

- beyond human control, unreasoned or

overwhelming human or supernatural
strength, or a profound ideological
or religious conflict which admits
of no compromise. The hero alone

controls the purification stage of
the drama. ‘Redemption occurs when
the hero has accomplished the task
and others are able to -speak ‘of the

+ efforts employed.to eliminate the

pollution.

'and Hamshet conclude that' the"

““which controlpopular television series reinforce the
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' Chesebro and Hamsher are also very critical of jthis.

forms

tendency to highlight value judgments, since illustrations




of what .is "good" and "bad" are portrayed by, the plots;
characters, settings and themes of ‘these programs. (pp. 24-25).
The messages conveydd and the valués' reinforcea become

: credlble ‘because of .the form and content controlling each
series. Hehce, form and contemt detetmine how values cin

"teleyision

. - be canveyed to viewers subtly ‘and effectively
Series function as persuasive acts of cnmmumcauon altering

o - or rexnforcqu value systens” (p. 25) . iaw" chassbrlaial’
Hamsher explain Bt the end of thelr article "communlcat).on,
values,. and populax television series".

oOne concluding méthodological note
regarding the interrelationship between
,content and form: early in our analysis,
'by way-of our critical matrix, we £
. suggested that content and form could.be
meaningfully relateéd to reveal the:
‘persuasive styles of television seriés;
in concluding, we would offer anm even *
more .powerful hypothesis - content
controls form and form controls'content.
As we considered series after series, we
were ultimately able to predict the
content of a show if we knew its form; .
if. we had determined the form, we could i o i
. makereasonable ‘estimates about the kinds
o X of principles that would be conveyed on
i the show. (p. 25)

While Chesebro and Hamsher's "Critical Matrix" provides -
an efficient means of, as Masterman would say, "demythologizing"
- the television medium, “this paper will conclude with a'more
) comprehensive approach. Vicki Hamer's A Methodology for
Criticism of Television"; which relies heavily on Elder

Olson's Tragedy and the Theory of Drama, serves as an outline

of the basic concepts of 'electronic literacy’ and as g guide
which teachers can'adopt or adapt in order to teach students

\ ¢ . v ¢



how. to become critical viewers. She points out that the

. television i is a ination of lit , -drama

and film and the literary and xhetorical impact-can be
observed in three stages: (1) The Descriptive-Stage,

(2) The Analytic Stage, and -(3) The Evaluative Stage. - _ .

: X1 The Descriptive stage

Plot : B “

- ongd plot >

- ma/in plot with sub' ots [k

- n\]:ltipls plot lines (rerationships £o one
other?) . convergence, divergence G I

}-U?kfxing Principles

of plots 5
incidents . %

/Consequential Principle of bnification
- initiating incident and terminating incident
- specific incidents that drive the causal

/ sequence

Descriptive Principle of Unification

- presents a situation, -interaction, or set of:
circunstances from different perspectives

- Pattern Principle of unxficat_x,on
- a certain form or pattern emerges early in
the drama which. is repeated agdin and again
= repetition can involve similar incidents,
a repeated theme, similar causes 3

Il Didactic Principle 6f Unification -

- all aspects serve-to prove the messages of
_the drama

~thesis stated directly and the enactment,
music, lighting, characters, and other - . N
features used ‘to develop and reinforca
that thesis X



Probability or Plausibility of the Plot
A 2 :

Natural Probability
event - happens daily‘or usually or
frequently

if most. people of.a certain
kind have the power and
inclination to do it

hotion

Conditicnal Natural Probability

- rare and unusual bccurrences probable
if ‘adequate causes exist or adequate
indications- that the occurrences
happenea )

Hyperbclical 'pxo‘bahiuty . :
~ things of a highly exaggerated probable
if we recognize that the exaggeration is ‘
only figurative and contains an’ elément
of truth, (e.g., farce):

'* Conventional or Formal Probability

- anything is probable if it correspords to
something already accepted. A plot which
follows a_ familiar legend or a familiar
version of historical events will be
accepted as probable, -even though tliese
latter contain -.improbabilities or
impossibilities. = This holds, too,. for
certain forms; we expect certain things
to. happen in a Westerh, improbable as“™ ' :
they 'may be. This is the pzubamnty of
custori.

Emotional Probability

- may. be completely irrational and in no
way connected with logical probability.
A ‘given emotion predisposes us to believe -
certain things, even though they may be
impossible. .

Deriouement. :
- how are the intricacies of -the lot unraveled?
How'are conflicts treated? Are conflicts

resolved, transcended, or left unresolved?




. Characters

~'What are thé characters' values and
qualities? Are the characters
stereotypic, one-dimensional, simple,
complex, unigue, realistic, etc.?
What are their virtues; viu'es, flaws?
Do they manifest-typical -hum:

. ‘inconsistencies,. or is their hehavlor
always predictable?

- What ‘Functions do ‘the characters play
in relationship to the purpose or themes

Of the-drama? For example, which

.‘characters. are essential to the .story

line?

Which characters serve a narrative °

function?

~-How probable or plausible are. these
characters, their.relationships, and

the situatidns they are in? Are the

chatacters ‘vivid and convineing?. '

- How are the interactions among characters

‘wreflected in their movements and in their

* physical positions with relation to one
another? How is the movement .and position
of characters related to the setting? How

does it establish the relative power and

influence of characters?

Acting.;
- Ar

‘Proguction | g

e the performances. of .the acdois £ruthful
or believable? Do they arouse sympathy and

moral judgment? -What do their physical
features contribute to characterization?
How well do thesé actors portray the human _
qualities of these characters?

- How much do these actors rely on body
language to' convey complex inner~thoughts
and -feelings?

Visuals

- An episode proceeds through time but does '
= %

not haye.to be chronological.

representation of time can occur in
‘flashbacks,  simultancous events/flashaheads,
ete. - -




- How are different aspects of lighting.,
such as_shadowing, direct light and
lighting angles, used?

- How are such devices as camera angles, -’
close ups, pans, scénes and fade-outs
used? What do they -emphasize? What

is the point-of-view of the camera?
Does the.camera serve as a narrator?,
How-is the camera used to serve
strategies or techniques for supporting
and enhancing the message or purpose?
Examples would include character
close-up, camera devices combined with
lighting techniques, and camera focus
on scenicydetail:

~“ihat 'kind of messages do..thé colors convey?'

typical associations with given color
i.e., symbols, emotions; archetypes? Sinich
characters wear what. colors?

- Describe the settings. What are the
predominant calors? What are the symbolic
> .gualities? Are the settings clean, warm,
artifiéial, etc:?

Sound Elements :

Dlalogue --the language,’ conversation,
soliloquies and occasional
dramatic narration.

-'Is the dialogue indicative of complex
thought or. deep emotion? How is' the
dialogue related to body language?  What
literary devices are used, i.e., simile,
metaphor, analogy, symbolism, alliteration?

- What kinds of images are created by the
narration? Is the content of the narratipn
dramatized during the drama? Under wh:
conditions does such dramatization o

- Where doe$ the garration occur in the drama?
Who'is the narrator? . What purpose does the
ndrration serve? Does it reinforce theme,
summarize theme, project into the future,
describe—the past, reveal undramatized
events or feelings and thoughts, etc.? Is
the narrator an actual character or an
extraneous voice-over?
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What .forms of narration aré used? Do

other aspects of the drama -such’as-scene

‘or camera narrate?. Who is actually.

“Seeing" the events most -of the. time?
Are there characters whose main function
is to tell the audience something it
needs to krnow? Is the narrator a
participant affecting events or-an

observer? .Is the.narrator ‘reliable?

Music

-, Continuity?

" factors.. For example, a tone is established

ne

How is music used? Does it, emphasize
theme, character or emotion? What
reactions does the music arouse? , What':
is the effect .of arrangement’and 'selection
of instruments? Is the music used to
enhance, . support, ‘contrast, or maintain’

&

-

an attitude or general orientation within
the .drama. It is createéd by several

when a.writer chooses tragedy or comedy as

his mode of expression. Other aspects which’

contribute tonal qualities include music,
setting and color.

Purpose.

The  purpose may’consist of thesis, theme of
message.. Tt.includes the response desired
£rom-thé audience’and the effect of 'the
theme or message on the audience. - Desired
effects .include confronting, shaming, .
alienating, pacifying, disturbing or"
appeasing. The purpose may be to clarify,
interpret, dlvxde, support,. praise, see the
implications of ! or blame.

The purpose may be directly stated or it may
be inferred from dramatic material presented
or omitted, relationships between the implied .

author and the audience, or from supporting .
materials such as. dialogue or proofs.:

»hy




Method of Development

-'How does the drama develop from beginning
to end? How do the developmental features
of the principles of unification structure .
or- limit the drama? Is there a steadily
rising action or 4 reversal in direction?
Where do pivétal events occur?

- How often is an. ep).sode interrupted by &
commercial break? Is there a climactic
event in each segment? Where do segments

eak? What 1;Zthe nature of these climaxes,
emotional conflicts, revelations and
reversals? . : 4

e

- What'role does narration play? Is the .
order in which. events are presented
'sequential, based on flashback, or synchronic?,

Strategies”

-~ What ‘devices aresused by the implied author
to achieve his purposes? How are the
purposes clarified, illustrated, explained
and reinforced? Such strategies may include
‘comparison,’ contrast, identification,
emotional arousal, enactment of actions,
enhancement of probability, archetypical,
‘sterdotypic or mythic associations,
organization of the sétting, music, camera
angles and shots, lighting, narration,
continuity and sentimentality.

- Wha't devices and materials are used as proofs b4
evidence and support for the purposes? - How
do ; plot and elements-of production
‘bscome supporting materials? .

. Inplied Audience . < =

-'Who is being addressed and how.is the audience
selected? What is the rélationship between ’
the implied authar and hig addience? What is
the attitude of the implied author toward his
‘audience? What audience does the implied
author state that he is addressing? Who wlll
be elmunated fram the audience and why?




77

Implied Author
- what i5 the function of the drama for—

its implied author? How does it serve

to identify or create an identity for

him? To what degree 'does: the drama

function as self-expression and' self-.

persuasion? - Considering all elements,

what is- the character, mature, or persona . ,

of .the implied author as evidenced = :

drama examined?

.- What is'the relationship of the implied

author to his audience? Is he didactic?
Does, he-present his message with reasoned
argurients and evidence? Does he play on
“the audience's sympathies? Does he
‘present one side or multiple points of
vlev\y

. ‘Analytic Stage

Actual Audience

'Who 1n fact vidwed the dramas.,How does’hiis
audience compare to: the implied-audience?
Was ‘there more than one audience? What was -
_their attitude toward the issue, the

.-historical. situation? " What cultural values
did they hold? What influence did age,
_occupation, political affiliation, cartural
experience, economic status and sqcial
status have on attitudes toward the issue?

e What empirical data on audience effects is

available to enllqhten the actual audience,
of thls drama? w

‘The Is;ue_! Sk

- What is the. fundamental question to which ‘the
drama gives an answer? How.did this come to
be an issue? - What evernts have /influenced .
discussion ‘of this issue? What were popular
“beliefs about the issue? - What responses did
the author desire fx:om his audience reqardmg
the' issue?.




Historical ‘Context

Series History *

- What -elements, events, situations, have
occurred in the history of this series
‘that help describe this episode, achieve
series continuity, and develop character?
What iswsepetitive, familiar? To what
extent are the actors identified with the.
characters. they play?

Social-Political-Economic Context

- What are ‘the social, political and economic
pressures on the author and the audience?
What are the other persuasive force
operating in the historical scene? What
related drama or .oratory has the audience
heard, read or seen? What: information' is
being disseminated about the issue?’ What
are the alternatives to the position of the
author? What arguments must be reflected
if the author is to be successful?

Hist‘oxic§1 Authenticity

- How we.
-period conditions?  If the drama is based on .
other media representations, such as novels
or biographies, how accurate is the treatment?

Supporting Material
- How does the symbolic reality created in ‘the’
drama compare with what is known about the
issue from psychological and sociological

research and other resources?

3. Evaluative Stage

- What are the most distinctive characta::.stlcs
of this drama which should be emphasized,
highlighted and featured in criticism?

-~ Bre there criteria suggested in «:ne work
which imply the bases on which the work
should be judged?

7
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1 does period drama approximate actual
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= * = What critical method will allow the critic
td focus on the criteria which seems to be
the most significant in evaluating the

* merits of -the act? (The critic seeks a

perspective that will assist in stating,
explaining, and demonstrating the most
significant judgment.that the crigfc\
thinks can be made about tlus work . )

.= What critical approach would be most
antagonistic, most condematory? What
system would produce the most negative
evaluation of. this act? (The critic, :
ultimately, must make a choice between .
the values of antagonistic criticism and
. the values of revelatory criticism which
Sl |2 focuses on the peculiarities of an act
2 and explores its strengths. Obviously,
the critic will often seek some integration
©of these two perspectives.)

“(Hamer, 1981, pp. 115)

i ! . -+ conclusion
Ll E E o .
R The curriculum guide for high school English teachers
R neglécts the distinctive features of edectronic literacy.
AT “"“*Only through™ exposure to’televls:.cn criticismandan- m\ple-
. mentatlon of a well—crgam.zed methodology for the study of

the “télevision medium can this problem be alle’vzated. It is
the purpose of ‘this report to point out the error and provide

a sample of tele%rision criticism and some guidelines: for-

“ teaching electronlc 1iteracy. Indeed, ‘this report is far

on which

£rom being éxhaustive,. Bit, it does contain informa

* any English teacher in our. society ought to consider if he
! : S0k H

a

is to teach literacy in any modern sense of the concept

-




only then éan he gx/op.erly teach young people how to "read"

" a television screen with a skill that approaches their
. ability®o respond to print. . "Electronic literacy" should
Be taught in our schools. j LN
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