- < 9 b 6 . < / b

6 7 8 ' , ( 6

, 1

+ 8 0 $ 1 , 7 , ( 6

297

-RDQQD.čGUD

,QWHUSUHWDWLRQRI-RXUQDOLVWLF
3KRWRJUDSKVDVDQ,QVWUXPHQW
RI9LVXDO/LWHUDF\(GXFDWLRQ

JYVÄSKYLÄ STUDIES IN humanities 297

Joanna Kędra
Interpretation of Journalistic
Photographs as an Instrument
of Visual Literacy Education

Esitetään Jyväskylän yliopiston humanistisen tiedekunnan suostumuksella
julkisesti tarkastettavaksi yliopiston Historica-rakennuksen salissa H320
joulukuun 10. päivänä 2016 kello 12.
Academic dissertation to be publicly discussed, by permission of
the Faculty of Humanities of the University of Jyväskylä,
in building Historica, auditorium H320, on December 10, 2016 at 12 o’clock noon.

UNIVERSITY OF

JYVÄSKYLÄ

JYVÄSKYLÄ 2016

Interpretation of Journalistic
Photographs as an Instrument
of Visual Literacy Education

JYVÄSKYLÄ STUDIES IN humanities 297

Joanna Kędra
Interpretation of Journalistic
Photographs as an Instrument
of Visual Literacy Education

UNIVERSITY OF

JYVÄSKYLÄ

JYVÄSKYLÄ 2016

Editors
Epp Lauk
Department of Communication, University of Jyväskylä
Pekka Olsbo, Ville Korkiakangas
Publishing Unit, University Library of Jyväskylä

Jyväskylä Studies in Humanities
Editorial Board
Editor in Chief Heikki Hanka, Department of Art and Culture Studies, University of Jyväskylä
Petri Karonen, Department of History and Ethnology, University of Jyväskylä
Paula Kalaja, Department of Languages, University of Jyväskylä
Petri Toiviainen, Department of Music, University of Jyväskylä
Tarja Nikula, Centre for Applied Language Studies, University of Jyväskylä
Epp Lauk, Department of Communication, University of Jyväskylä

Cover photo by Joanna Kędra.

URN:ISBN:978-951-39-6796-3
ISBN 978-951-39-6796-3 (PDF)
ISSN 1459-4331
ISBN 978-951-39-6795-6 (nid.)
ISSN 1459-4323
Copyright © 2016, by University of Jyväskylä
Jyväskylä University Printing House, Jyväskylä 2016

…photography is the language of the twenty-first century and being able to think
critically about and analyze photographs is an essential twenty-first century literacy.
Michelle Bogre (2015, p. 3)

ABSTRACT
Kčdra, Joanna
Interpretation of Journalistic Photographs as an Instrument of Visual Literacy
Education
Jyväskylä: University of Jyväskylä, 2016, 56 p.
(Jyväskylä Studies in Humanities
ISSN 1459-4323; 297 (nid.) ISSN 1459-4331; 297 (PDF)
ISBN 978-951-39-6795-6 (nid.)
ISBN 978-951-39-6796-3 (PDF)

Images are produced, used and distributed on an enormous scale. However, the
skills of understanding, interpreting and using images as well as thinking and
learning in terms of images are taken for granted, and thus, they are not
sufficiently taught and developed, especially in higher education. The need for
introducing visual literacy into the curriculum was identified in late 1960s, but
no concrete guidelines have followed. This study proposes to apply
interpretation of journalistic photographs as an instrument of visual literacy
education. The main focus is on the image interpretation process and the kinds
of meanings viewers apply to a photograph in the interpretation process. In
each of the four articles included in this study, a model or approach to
photography interpretation is proposed. The first method is the model for press
photograph story analysis, immersed in visual semiotics. This model was
simplified and improved and became the model for the interpretation of
journalistic photographs. Both models were created as a synthesis of some of
the visual research methods, including classical theories (elements of visual
semiotics, visual rhetoric, Barthes’ concept of studium and punctum),
approaches having their roots in the analysis of paintings (Barrett’s principles
for interpreting photographs, compositional interpretation, iconological context
analysis), methods dedicated to analysis of photographs in the press
(quantitative content analysis). The concept of context of journalistic
photographs is also critically discussed, indicating a context of production,
context of medium and page context, and arguing for the decontextualized
interpretation of journalistic photographs (proposing an intertextual approach)
with a context limited to the caption. In addition, the study compiles the genre
typology of journalistic photographs as an instrument for visual education. The
study calls for changes in a largely textual higher education curriculum towards
a more visually oriented one, which can serve as a start point for future
research on the assessment of visual literacy skills.
Keywords: context, interpretation, intertextuality, journalistic photograph,
photo genre, press photography, visual literacy, visual research methods, visual
studies
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INTRODUCTION

1.1 Background of the study
The ability to understand paintings or critically approach music, or know how
to dance, or play an instrument, is not necessary for every person to have, but
each individual should be able to read images. Contemporary society becomes
increasingly visual or even multimodal (but with pictorial representation as the
predominant mode). Interpreting and creating images, and thinking in terms of
images are essential skills “in order to engage capably in a visually-oriented
society. Visual literacy empowers individuals to participate fully in a visual
culture” (ACRL, 2011). Thus, individuals should be able to understand
communication that is depicted everywhere: in road signs and picture-based
instructions and diagrams, and in various types of still and moving images,
including photographs in the press.
Images are produced, reproduced and displayed on an enormous scale for
various purposes from aesthetics, entertainment and advertising to news and
information. By using the advantages provided by online platforms and the
digital environment, images travel easily between different media (Rose, 2015),
appearing in changing contexts that often require intertextual reading.
Interestingly, in these visually stimulated environments, skills of interpreting,
understanding and using images are often taken for granted, and thus, are
rarely taught and developed in formal education. This educational gap has been
identified and discussed by educators and scholars since the late 1960s, when
the movement of visual literacy (hereafter VL) emerged. Bleed (2005) indicates
that because visual media became prominent in our daily routines and
communication, both at work and socializing, competence in VL is essential.
Thus, the call for the introduction of teaching about visuals has been put
forward at different educational levels (Fransecky & Debes, 1972; Adam, 2001;
Barrett, 2003, 2010; Bleed, 2005; Riddle, 2009; ACRL, 2011; Brumberger, 2011).
Nevertheless, this call does not go in line with sufficient guidelines, or ideas for
exercises that include interaction with images. Fostering visual education is also
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challenged by the difficulty, even impossibility of assessing its development
among learners (Avgerinou, 2001). In addition, interest in particular VL skills
varies greatly between individual learners (Brumberger, 2011), who are eager to
improve certain VL skills, but ignore others.
In this study, I suggest using journalistic photographs in VL education.
Journalistic photographs are easily accessible visual materials of a polysemic
character that can be approached on two different levels of interpretation: the
basic that focuses on what a picture is all about, and the advanced that explores
intertextual connections and visual symbolism.
The method for photography interpretation can be either a compilation of
various visual research methods, or a kind of simplification of some of the most
popular visual approaches that are often used to analyse journalistic images (for
instance, visual semiotics, rhetoric, or content analysis). Pauwels (2010, 2011,
2012, 2015) repeatedly indicates that there is a need for “better theoretical and
methodological grounding and a more sophisticated analytical set of tools”
(Pauwels, 2015, p. 313) in visual research. This study aims to fill this gap by
contributing to the theory of visual research methods, putting particular
attention to the methods of interpretation of journalistic photographs. However,
the study also considers that “visual methods (…) seem to be reinvented over
and over again without gaining much methodological depth and often without
consideration of long-existing classics in the field” (Pauwels, 2011, p. 3). Thus,
although the study proposes four new methods and approaches for
photography interpretation, it is grounded both on classical theories of visual
analysis and on their critical evaluation. The result generates approaches that
are both adjusted to the interpretation of journalistic photographs and are
sufficiently simplified for educational purposes, in order to train visually
literate viewers.

1.2 Disciplinary foundations
Although claiming that we live in an overwhelmingly visual era is already a
cliché, and working with visual material is no longer novel, the scholarship that
focuses on images is constantly struggling with gaining its identity and disciplinary recognition. Elkins (2003), in a skeptical introduction to visual studies,
points out that visual studies is actually a term often mixed up with cultural
studies or visual culture (studies), or even used as a synonym to those two. Visual studies, that started in the early 1990s, are the most recent of these three
(Elkins, 2003, p. 4). Their initial aim “was to complement art history’s interest in
fine art with new interest in television, advertising, photography, and mass
media, using methodologies and concerns from other fields, especially cultural
studies” (Elkins, 2013, p. 3). Practices of visual studies have several different
scripts about their historical and thus also disciplinary origins. One is by juxtaposing visual studies with a “pictorial turn” that Mitchell (1995) proclaims as a
kind of continuum of a “cultural turn”, which gave birth to cultural studies.
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Currently, visual studies are of a wide interdisciplinary character that involves
even more complexity in regards to its theory and disciplinary identity.
The distinction between visual studies and visual culture is, therefore, still
indistinct. Mitchell (2002) proposes to regard visual studies as a field and visual
culture as its object of enquiry, but simultaneously, he suggests to “let visual
culture stand for both the field and its content, and to let the context clarify the
meaning” (Mitchell, 2002, p. 166). This point of confusion in Mitchell’s work,
Smith (2005, p. 247) criticizes as “misleading”. Smith does, however, also see
Mitchell’s initial distinction as very useful, especially in higher education, both
for creating a curriculum and for students to learn within particular subject
frames. In this study, I favour the term visual studies, because I want “to stress
the generality of the field and its commitment to visuality” (Elkins, 2013, p. 8),
instead of emphasizing cultural origins of vision or visuality in using the term
visual culture.
Furthermore, there is also a state of confusion in regard to methodology
that is applied in visual studies. Handbooks that provide guidelines to image
interpretation (see, for instance, Stanczak, 2007; Margolis & Pauwels, 2011; Rose,
2012) usually use a term “visual research methods” to classify the subject they
depict, while in reality the topical field belonging to the methods they describe
is blurred and mixed up with the name of the discipline. Thus, expressions that
most commonly occur in this context are not only visual studies or visual culture, but also visual communication or visual research, or even image studies.
This tendency portrays the field as quite open towards possible (inter)disciplinary influences. In addition, individual researchers bring their own
scholarly identity that makes the field even more complex to define, but also
more interesting to explore. Visual studies is still quite a young field, lacking
clear disciplinary boundaries that could help to position particular research that
explores visual methods, image interpretation or visual representations.
The point of departure for this study was journalism studies. However,
over time, it has become more multidisciplinary in its scope, borrowing, combining and sometimes also clashing with definitions, concepts and approaches,
including, but not limited to the fields of visual communication, photography
theory and history, photojournalism, education, visual research methods, visual
sociology and visual culture. As a consequence, I also faced many challenges
related to the multidisciplinary character of the work, such as trying to find a
publication forum for the articles included in this study. In the same vein, Pauwels (2012, p. 253) observes that “the in-depth study of the visual typically requires a more integrated and consequently a truly interdisciplinary approach”.
Thus, the solution that I have finally applied was to agree to a multidisciplinary
character for this study, while simultaneously, trying to situate it in the field of
visual studies, bearing in mind ongoing debates about an appropriate name of
the field/discipline and its object (just to mention one of such discussions, referred above, between Mitchell [2002] and Smith [2005]).
Furthermore, VL is “an interdisciplinary, multidisciplinary and multidimensional area of knowledge” (Avgerinou & Pettersson, 2011, p. 7). Hence, VL
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is defined in various possible ways by scholars each representing different discipline. Even though the VL movement is already more than fifty years old, only a few attempts have been made to develop any pertinent theory (see, for instance, Avgerinou & Pettersson, 2011). Instead of formulating one more definition of VL that adds confusion to the already complex field, this study situates
itself within a palette of existing theories and definitions of VL. It mostly looks
at the VL movement as a call for change of contemporary education that is still
searching to be put into practice by reformulating higher education curricula.

1.3 Aims of the study and research questions
The focus of this study is on the interpretation process of images, and journalistic photographs in particular. The photograph includes a message (information, news, etc.) that is received by the viewer, who further attributes meaning(s) to the photograph (see Figure 1) in the interpretation process. The meaning(s) that the viewer attributes depend on their cultural background,
knowledge and VL skills. My particular interest lies in the methods and approaches that should be applied to guide the image interpretation process, especially in the teaching context. As an object for image interpretation process, I
chose journalistic photographs due to their dual characteristics: artefacts of
popular culture and their aspiration to become a semi-artistic visual representation. These features make journalistic photographs a stimulating visual material
to work with in VL education.

FIGURE 1 The image interpretation process.

Visual literacy includes the notion of interpretation, which is a learned
skill (Avgerinou, 2001). The study also assumes that the interpretation of journalistic photographs can be quite easily learnt if it is sufficiently guided. Therefore, the aim of this study is to create and introduce models and guidelines for
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photography interpretation that can be later utilized in VL education. I argue
that the requirement for development of VL skills among learners should be
immediately put into practice, because “if we accept that visual literacy is an
essential ability for the 21st century, we must teach our students to be visually
literate, just as we teach them to be verbally literate” (Brumberger, 2011, p. 46).
For this purpose, I critically evaluated particular visual research methods towards their use in the interpretation of journalistic photographs. In addition,
two aspects of press photography, its context and genre, were reviewed in order to determine their role in the image interpretation process.
My study is mostly theoretical in its scope, but it includes some empirical
evaluation (visual material analysis, educational experiments with students)
that was conducted to design the models for photography interpretation and to
illustrate more complex concepts such as photo-genre, or intertextuality. The
study was guided by the two main research questions that were approached in
relation to more precise questions, specified in each of the four articles included
in this dissertation (see Table 1). The main research questions are:
(i)
Which are the methods to interpret journalistic photographs?
(ii)
How can the interpretation of journalistic photographs be used as a
learning and teaching tool in visual literacy education?
The first objective of this study was to clarify why journalistic photographs can, or should be used for learning visual interpretation, and thus also,
what kind of photography interpretation I see useful for teaching-learning purposes. This objective was realized by an extensive evaluation of the concept of
photographic context, putting forward an argument that it is possible to interpret journalistic photographs with applying minor attention to its context. The
discussion was facilitated by the following research questions:
1)
What is meant by the context of journalistic photograph?
2)
Does the journalistic photograph (always) need a context for interpretation?
3)
How else, instead of contextual interpretation, can a journalistic photograph be interpreted?
Furthermore, in aiming to define and describe the object of this study, the
journalistic photograph, an evaluation of the concept of photo-genre was undertaken. As a result, the genre typology of journalistic photographs was created,
indicating the main features of particular photo-genres and photo-types that
can be further used in photography interpretation. The following research questions were formulated for this study:
4)
What is meant by the journalistic photo-genre?
5)
What kind of genre typology of journalistic photographs can be created?
6)
How can the concept of journalistic photo-genre and its typology facilitate visual literacy education?
Finally, the objective of creating a tool for photography interpretation was
realized by proposing a Model for Press Photograph Story Analysis (hereafter
PPSA) that can be applied in VL exercises (for the clarification of usage of the
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terms journalistic photograph and press photograph, see subchapter 1.4). The model
was partly inspired by visual semiotics. Empirical evaluation of the model was
guided by the following research questions:
7)
How was the PPSA model used by students for the interpretation of
journalistic photographs?
8)
Which elements of the model should be improved for the further development of the model?
The objective of simplifying the model for photography interpretation by
introducing elements of other visual research methods (not limited to visual
semiotics as in the case of the PPSA model) was facilitated by the research questions:
9)
Which visual research methods can be applied for the interpretation
of journalistic photographs in visual literacy education?
10)
What kind of model for interpretation of journalistic photographs can
be used in visual literacy education?
Consequently, the articles provide four approaches that can be used for
the interpretation of journalistic photographs in VL education, which are: (i)
PPSA model, (ii) intertextual approach, (iii) genre typology of journalistic photographs, and (iv) a model for interpretation of journalistic photographs (see
Chapter 3).
TABLE 1

Research articles included in the study.

Article
I
Kčdra, J. (2013). To See More: A Model
for Press Photograph Story Analysis.
Journal of Visual Literacy 32(1), 27-50.

II

Kčdra, J. (2016). Does the journalistic
photograph need a context? Rethinking contextual interpretation. Manuscript submitted for publication.

III

Kčdra, J. (2016). Enhancing Visual Literacy through Interpretation of PhotoGenres: Toward a Genre Typology of
Journalistic Photographs. Journal of
Media Practice 17(1), 28-47. doi:
10.1080/14682753.2016.1159451

IV

Kčdra, J. (2016). Acquiring visual literacy skills: Interpretation of journalistic

Research questions
Research questions 7-8:
7 How was the PPSA model used by students for the interpretation of journalistic photographs?
8 Which elements of the model should be
improved for the further development of
the model?
Research questions 1-3:
1 What is meant by the context of journalistic photograph?
2 Does the journalistic photograph (always) need a context for interpretation?
3 How else, instead of contextual interpretation, can a journalistic photograph be
interpreted?
Research questions 4-6:
4 What is meant by the journalistic photogenre?
5 What kind of genre typology of journalistic photographs can be created?
6 How can the concept of journalistic photo-genre and its typology facilitate visual
literacy education?
Research questions 9-10:
9 Which visual research methods can be
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photographs as a tool for contemporary education. Manuscript submitted
for publication.

applied for the interpretation of journalistic photographs in visual literacy education?
10 What kind of model for interpretation of
journalistic photographs can be used in
visual literacy education?

1.4 Short introduction to the articles
This dissertation consists of four research articles and the cover text. Two of the
four articles were published in international peer-reviewed journals (Articles I
and III); the other two are under the review process (Articles II and IV). They all
contribute to achieving the objectives of the study, while each article addresses
particular issues related to journalistic photographs and their interpretation,
visual methodologies and VL. The articles and their specific research questions
are assembled in Table 1, while short introductions are presented below. Article
I is a report of the empirical study that presents analysis of students’ interpretation of photographs, written using the PPSA model. Article II is essentially focused on the theory and literature concerning photographic context and its role
in the interpretation process of journalistic photographs. Articles III and IV
combine theoretical discussions and empirical evaluations, and propose two
tools that can be used in exercises in VL education. Article III proposes the genre typology of journalistic photographs, and Article IV, along with a critical review of some of the visual research methods, introduces the model for interpretation of journalistic photographs.
Article I was the first study and my understanding was clearly influenced,
primarily, by the tradition of visual semiotics (of which I am critical in Article
IV), and by the disciplines of communication and journalism studies. Thus, the
article uses Jakobson’s communication model (1960, p. 353). Although quite
basic and linear, Jakobson’s model serves as a framework to design the PPSA
model that is further elaborated through the trial test with international university students. The PPSA model’s validity test serves as an illustration of its application in teaching, rather than as its evaluation. However, I do come back to
the PPSA’s trial test results in Article IV, when I designed a simplified version
of it. Some of the concepts and theories that I see important in creating a method for photography interpretation, such as photographic context and photogenre, or intertextuality, are emphasized in Article I, but are elaborated in the
other three research articles.
Furthermore, the usage of some of the terms within Article I might be confusing in regard to the concepts referred to in the other three articles, as well as
in the cover text. Thus, for instance, when referring to the study’s main object
(journalistic photograph), I use the terms of either press photograph or press
photography. In later studies, as my understanding during the research process
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improved, I narrowed the terminology to the more precise concept of journalistic photograph, defining press photography as a field of inquiry. This approach also helped me to clearly name the object of my study, i.e., a journalistic
photograph, including all its features (see subchapter 2.1) that I see important
when using journalistic photographs in visual education. Similarly, after investigating the concept of genre in Article III, I decided to use the term photo reportage instead of press photograph story, because the latter one refers to categories of the World Press Photo annual competition. In addition, by having
quite high expectations towards the PPSA model and by assuming that it
“could be used to analyze most press photograph stories” (Kčdra, 2013, p. 28), I
use the term analysis of photographs instead of interpretation, while the latter
term is more appropriate in the teaching/learning context. The research reported in this article is situated in the field of communication, even though I later
position my study as a whole within visual studies and visual research methods.
The main focus in Article II is the photographic context and its role in the
reception and interpretation process of journalistic photographs. The article distinguishes, and further discusses, three types of context: context of production,
medium context and page context. The study argues, in particular, for a decontextualized interpretation of journalistic photographs, which rejects the notion
of photographic context as being a crucial factor in the image interpretation
process. Instead, the article suggests intertextuality as an approach to photography interpretation that situates the visual content of a photograph and a
viewer’s relation to it in the centre of the image interpretation process.
Article III compiles a genre typology of journalistic photographs, based on
a review of various classifications of journalistic photographs (Lester, 1999;
Wolny-Zmorzyęski, 2007, 2010, 2011; Kobré, 2008; Pienimäki, 2011, 2012, 2013).
It also examines visual material from one of Poland’s most successful opinion
dailies, “Gazeta Wyborcza”, with its supplement “Duİy Format”. As a result,
the study proposes the genre typology of journalistic photographs and discusses its application in VL education. In addition to the concept of photo-genre, the
article briefly differentiates between the terms press photography, as a name of
the field and, a journalistic photograph as its object of investigation.
In Article IV, I return to some of the ideas already introduced in Article I,
especially to semiotics, intertextuality (which is also a core of Article’s II discussion), visual rhetorical figures and symbols. The article is a critical review and
evaluation of several visual research methods and approaches in an attempt to
compile them into a model for interpretation of journalistic photographs that
can be used in VL education. The model proposed in this article is highly simplified in order to provide a tool for interpretation that would not require any
adjustment or introductory teaching. Application of the model is illustrated by
an in-class experiment with university students who used it for interpretation
of journalistic photographs.



2

THEORETICAL AND METHODOLOGICAL
FRAMEWORK, AND KEY CONCEPTS

Due to the multidisciplinary character of this study, particular terms and concepts used here, require some clarification. Firstly, I define the study’s main object, journalistic photograph, accompanied by the concepts of iconic photograph,
photographic context (discussed more broadly in Article II) and photo-genre (the
concept is elaborated in Article III). All these terms are equally important both
to define a journalistic photograph, and to design a method for its interpretation.
In this chapter, I also attempt to define the concept of VL, emphasizing its
multidisciplinary character and supporting the claim that it is an essential
teaching and learning tool for contemporary education. I suggest that VL can be
developed in exercises, which are based on the interpretation of journalistic
photographs. In order to support this claim, the study explains particular features of journalistic photographs that characterize them as an interesting visual
material in terms of learning visual interpretation.
Furthermore, this chapter combines criteria that were used, in studies reported in the Article I, II and IV, to select visual research methods for their
evaluation towards development of models for journalistic photography interpretation. Visual pinning of the proposed models (further elaborated in Chapter
3) to the conceptual map of this study is presented in the Figure 2. The map juxtaposes the key terms and concepts used in this study and attempts to provide
visual understanding of the relationships between them and the research problem.
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FIGURE 2 Conceptual map of the study.

2.1 Journalistic photograph
The term journalistic photograph should immediately bring into focus specific
features of this type of photography: photograph created by a journalist to report news or event of particular interest to the public, or to illustrate a journalistic text. Journalistic photographs should be also distinguished from other photographs in the press, for instance, from advertisements, and the notion of a
photo-genre can be helpful (see Article III, and the subchapter 2.1.2 below).
Nowadays, the press, and especially online news providers, are often popularized by amateur photographs (i.e., photographs taken by non-journalists), or
even stock images used to illustrate journalistic texts (for more on stock photography see Frosh, 2001). These kinds of images can be considered as journalistic
photographs if the purpose of displaying them is to inform about events or to
illustrate events or to show certain people. In such cases, especially for the purpose of photography interpretation, the authorship of a picture is of secondary
importance. Instead, its visual content or cultural significance are the focus.
The other commonly applied term, in regard to photographs of journalistic origin in the press, is press photography, which the literature understands as
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either a genre of photography (Becker, 1995), or a field of scholarly enquiry
(Becker, 1996), or as a synonym to photojournalism. Also the term press photograph is used frequently to refer to a type of photograph, which appears in the
press or in competitions of photojournalism, and was taken by a journalist or
for journalistic purposes. Indeed, Article I uses the term press photograph.
However, since this study argues for a decontextualized interpretation of photographs, i.e., interpretation, which suggests minor attention to photographic
context, usage of the term press photograph could easily raise the critique that I
have tried to separate press photographs from the press. Therefore, by focusing
on the purpose of a photograph, rather than on the place of its display (i.e., its
belonging to the press), this study uses the term journalistic photograph. Consequently, press photography is as a field of enquiry, while a journalistic photograph is its object. This distinction does not yet clarify the terminology used in
this study, because journalistic photographs have their types, such as iconic
photograph (see subchapter 2.1.1), or genres: news, reportage, portrait and illustrative photography (see Article III, and subchapter 2.1.2). In addition, photographic context is an important aspect that helps to define journalistic photograph and ought to be discussed in greater detail.
2.1.1 Iconic photograph
Barthes (1973, p. 119) indicates that “a photograph will be a kind of speech for
us in the same way as a newspaper article”. Indeed, journalistic photograph is a
medium of communication, which conveys visual information, or illustrates a
journalistic text. In addition, as a cultural artefact, it is often embedded in intertextual connotations and symbolic meanings that can be discovered in the interpretation process. Sontag (2008, p. 106) points out that “some photographs
right from the start refer us to other images as well as to life”, while others need
some more in-depth, or guided interpretation. Due to their intertextual and
symbolic features, journalistic photographs create societal visual memory. They
freeze history into memory (Pease, 2007), often earning a status of visual icons
of important events. The journalistic photographs that are named iconic photographs are either visually powerful, or have been frequently displayed through
various platforms, and thus, they are easily recognized as part of popular culture. Furthermore, iconic photographs can appear without context, or just with
a caption. When displayed, they are visually decontextualized by, for instance,
changing or removing the caption, or placing them into an art gallery. Simultaneously, iconic photographs are packed with contexts, in which they were produced, distributed and received by certain viewers, but these kinds of contexts
or connotative meanings can be further discovered in the interpretation process.
Iconic photographs are intertextually powerful, often deeply immersed into
viewers’ culture, full of symbols, visual tropes and other types of connotators.
In their recent study, Hariman and Lucaites (2015) indicate that although
the term iconic image is frequently used, it gains strong criticism in academia.
Iconic photographs are accused of being repetitive, creating stereotypes of race,
gender and class, or even being responsible for a kind of fetishization of culture
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that turns viewers into consumers (Hariman & Lucaites, 2015). On the other
hand, they also have the status of highly connotative images, which is of crucial
importance for the image interpretation process that aims to develop VL.
The purpose for singling out iconic images in this study is to emphasize
that the concept of a journalistic photograph is a very broad one, and includes
all types of images, although classified by one definition that I have already indicated in the previous subchapter (2.1). Due to their features, iconic photographs can serve as suitable material for interpretation, especially for beginners,
whose VL skills are not yet well developed, or for those more advanced learners
who would like to test their intertextual visual thinking. Therefore, by discussing here the concept of iconic photography, I do not claim that iconic photographs are the only ones suitable for interpretation, but I do argue that they can
provide possibility for more in-depth interpretations than any other types of
journalistic images. However, photographs’ perception as iconic is highly related to the viewer’s culture. In addition, journalistic photographs can be also classified on the basis of their genre (see Article III, and the following subchapter).
2.1.2

Genre

Genre is a concept that helps to define the study’s object of interpretation, a
journalistic photograph and provides certain frames that assist in classifying
photographs. In Article III, the concept of photo-genre is understood as a set of
certain conventions of form and content, common to other texts of the same
type (Chandler & Munday, 2011). The notion of genre helps to organize different types or kinds of work into a category (Barker, 2004; Bate, 2009). However,
the concept of photo-genre has not been yet widely applied to journalistic photographs, with some exceptions (Wolny-Zmorzyęski, 2007, 2010, 2011; Pienimäki, 2011, 2012, 2013), to whom I refer in Article III. One reason behind this
tendency might be that genres often merge and create hybrids, and thus any
attempt towards their typologisation can either fail or lead to certain generalizations. Therefore, the genre typology of journalistic photographs that is compiled
in Article III is an ideal model, classifying genres in isolation, by providing clear
frames for each photo-type. Nevertheless, the genre typology is proposed to
assist in VL education, for instance, in exercises that concentrate on learning to
identify differences and similarities within particular collection of photographs
from the press (more about this in the subchapter 3.3).
Photo-genres can be recognized and named on the basis of a set of conventions in regards to their content, context, functions fulfilled (informative, expressive, impressive, aesthetic, marketing, illustrative), number of images and
layout of display. Using these criteria, and a review of photo-genre classifications as well as by analysing, in Article III, journalistic photographs from the
Polish daily “Gazeta Wyborcza”, I proposed the following four genres: news
photography, reportage photography, portrait photography and illustrative
photography, with related photo-types. The genre of news photography includes the photo-types of news photo and photo-chronicle; the genre of reportage photography covers photo reportage and historical photo reportage; the
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genre of portrait photography identifies mug shot, journalistic portrait and
small portrait; while the genre of illustrative photography includes a photo illustration, cover photo, photomontage and video-still. Each of these types is a
model, or pattern that may, however, break conventions of the particular phototype, to which it is ascribed in the proposed genre typology.
The two main objectives for compiling the genre typology were (i) to describe more precisely what types of photographs are covered by the term journalistic photograph, and (ii) to provide a tool for VL exercises that is not a typical
interpretation model, but a form of engagement with journalistic images that
aims to familiarize learners with this type of image. Hence, the genre typology
applies criteria that can be easily identified by viewer-learners, and further ascribed to distinguish and name particular photo-genres and -types. The concept
of photo-genre is used in this study as a learning tool that indeed, leads to certain generalizations.
2.1.3 Context
The journalistic photograph is not inextricably bound up with the press, even
though it has information and news values and was taken for journalistic purposes, of informing about events, illustrating certain issues, showing particular
people. The current tendency in mass-mediated communication is to use visuals
as sole mode for transferring information. Thus, also journalistic images often
appear without context, or their context is limited to captions. They appear in a
variety of platforms, initially being published in the press and later displayed at
photographic exhibitions, screenings, and online in social media. Sometimes,
photographs can appear at festivals such as Visa pour l’Image Festival of Photojournalism, and later in the press that gains them a status of press photographs
with particular genre and context ascribed.
Scholarly claims concerning the definition of photographic context and its
role in the reception and interpretation process of journalistic images are either
contradictory to each other, or confusing. For instance, Becker (1995) does not
view the matter of context as being as simple as he initially claims. He points
out that “leaving the context implicit does not make a photograph art, while a
full context makes it documentary, social science, or photojournalism” (p. 89).
He argues that thanks to context and contextual information, viewers are able to
recognize a type of photograph they are looking at. Becker also indicates that
perception has a contextual nature, whereas this study argues, especially in Article II, that looking for contextual information in the interpretation process is a
convention viewers tend to apply (see, for instance, Chaplin, 2006, on the convention of captioning). Indeed, context plays an important role in the interpretation process, but it usually leads interpretation towards one particular direction that is indicated, for instance, in a caption. Thus, context can strip photographs of their visual ambiguity.
This study distinguishes the following three types of photographic context
(based on the review in Article II):
(i)
context of production,
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(ii)
context of a medium,
(iii) page context.
A fourth type, the context of reception was identified but only discussed
in relation to the aforementioned three types of context. In regard to the study’s
aim of creating methods for photography interpretation for VL education, one
outcome is the recommendation of including a caption as the only element of
photographic context. This kind of approach provides viewers with freedom of
attributing various meanings to the photograph, and thus respecting its polysemic character.

2.2 Visual literacy as an essential learning
Contemporary literacy is no longer simply the ability to read and write, but is
determined by multi-literacies, including digital, visual, multimodal, and many
other literacies. Literacy is also “multidimensional” (Riddle, 2009, p. 4), which
means that information and knowledge come from various directions, among
which visual imagery often plays an important role. Thus, effective teaching
should not focus solely on traditional literacy, but includes various activities
that employ all possible modes. This study concentrates in particular on VL,
seeing it as especially important for contemporary society and puts forward a
need for VL training in higher education, because
[l]iving in an image-rich world (…) does not mean students (…) naturally possess
sophisticated visual literacy skills, just as continually listening to an iPod does not
teach a person to critically analyze or create music. (…) With training and practice,
people can develop the ability to recognize, interpret, and employ the distinct syntax
and semantics of different visual forms. The process of becoming visually literate
continues through a lifetime of learning new and more sophisticated ways to produce, analyze, and use images. (Felten, 2008, p. 60)

As Felten indicates, everyday encounters with images are not sufficient condition for becoming visually literate, but any kind of visual training can help to
develop VL skills. Indeed, Brumberger’s (2011) study on VL skills of digital natives confirms this observation. She discovered that the majority of participants
in her study, despite being recognized as digital natives, and thus also natives of
visual orders, failed to interpret photographs, even when the interpretation criteria were simplified. Brumberger (2011) concludes that it is essential to teach
VL, because of the mistaken assumption that constant exposure to visual material, or a frequent usage of a camera, are satisfactory activities towards development of ones’ VL.
Felten (2008) suggests that an important pre-requisite about VL is the continuity of visual education that leads towards the development of VL skills.
Training in VL should be systematic and occurring at all educational levels.
This study focuses on higher education, but it recognizes the importance of visual learning in both preschool and primary school education, because otherwise,
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individuals will lack even basic skills in visual communication. Images need to
be discussed, evaluated, linked with other cultural artefacts, and divided into
modes for interpretation. First and foremost, individuals should learn how to
undertake all these activities related to visuals. Thus, Elkins (2008a) argues that
because knowledge about images is such essential teaching, it should be already incorporated into the basic, common curricula for the first-year students
among all disciplines:
Since the 1980s the rhetoric of images has become far more pervasive, so that it is
now commonplace in the media to hear that we live in a visual culture, and get our
information through images. (…) It is time to consider the possibility that literacy can be
achieved through images as well as texts and numbers. (Elkins, 2008a, pp. 4-5, author’s
italics - JK)

An aspect of VL that Elkins (2008a) emphasizes is that not only can VL occur in
line with, but is also more than equal to, traditional literacy. In the era of visual
orders and visually mediated information, VL should become one of the prerequisites of any basic curriculum in higher education.
Interestingly, the requirement for VL training is not a new phenomenon.
The concept emerged in the late 1960s as an answer to the growing anxiety arising from children’s increasing exposure to television. Early guidelines for VL
education were proposed by Fransecky and Debes (1972). They were followed
by other scholars, who addressed VL theory, teaching and learning in a context
of rapid changes in the media landscape and the development of new technologies. Visual literacy was at first understood as learning how to see (Turbayne,
1970), or as a teaching of visual thinking (McKim, 1972). Nevertheless, since the
VL movement emerged, no consensus regarding VL theory, its definition and
methods of measurement have been achieved (with some exceptions by Pettersson 1993; Avgerinou, 2001; Avgerinou & Pettersson, 2011). In addition, each
discipline understands and defines VL from its own disciplinary perspective
(for some examples of this tendency, see the anthology of VL texts in Elkins,
2008b).
Furthermore, some disciplines, like journalism studies, force the concept
of media literacy instead, suggesting that the term covers VL. Aufderheide (1993,
p. 1) indicates that media literacy is about understanding, producing and negotiating meanings in the audio-visually and textually stimulated environment,
while Buckingham (2003, p. 36) focuses on the essential skills and knowledge
that need to be acquired in order to use and interpret media. Buckingham (2003,
p. 49) emphasizes that the abilities to interpret and produce media are core elements of media literacy. Indeed, skills of reading and interpreting journalistic
photographs can be covered by media literacy. However, this kind of classification labels journalistic photographs predominantly as a medium, and can possibly marginalize their visual character. In a similar manner, Seppänen (2006)
initially questions the legitimacy of VL in reference to the interpretation of images. However, he later acknowledges that VL is related to learning and studying, and thus, helps to understand visual reality. Seppänen (2006, p. 6) concludes that “visual literacy forms a core part of media literacy (…), but media
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form only one area of visual literacy”. Thus, when discussing skills associated
with photography interpretation, I favour usage of the concept of VL.
Media literacy is not the only concept used in the context of visual learning. One of the recent discussions in visual studies proposes to use visual competence as a paradigm for studying visuals (Müller, 2008), or visual competencies as
a necessary addition to media literacy (Griffin, 2008). Müller (2008) claims that
as VL has been constructed as parallel to traditional (lexical) literacy, its theory
is also built on a textual approach that “misses out on many aspects of visuals
that the new paradigm [i.e. visual competence] covers” (Müller, 2008, p. 102).
However, I argue that both concepts have slightly different interests: for VL it is
visual education, while a visual competence is “a paradigm for conducting
basic research” (Müller, 2008, p. 103) with images. Thus, although VL and visual competence are not exclusive terms, visual competence should not have privileged in usage simply because it covers a wider scope of practices (including
VL to certain extent).
On the other hand, Griffin (2008, p. 115) argues quite strongly that “it has
become fashionable to invoke the term ‘visual literacy’ to loosely describe twenty-first-century habits or propensities of the young”. However, his further argumentation to support this claim fails, when he poorly tries to define VL, ignoring recent scholarship on VL theory (for example Avgerinou, 2001; Avgerinou & Pettersson, 2011). Indeed, defining VL is challenging due to the lack of
agreement on its definition (Avgerinou, 2001). Almost every discipline and field
have their favoured definitions, based on which, recommendations for research,
study or curriculum are constructed. Thus, instead of adding one more new
perspective to VL theory, current study evaluates and tries to adjust existing
definitions of VL, in respect to this study’s purpose and object.
The International Visual Literacy Association, in 1989, offered four definitions of VL, which although quite descriptive can be easily linked to some crucial aspects of the interpretation of journalistic photographs in terms of VL development. As Pettersson (1993, p.140) indicates, the definitions state that VL is:
1. a group of vision competencies a human being can develop by seeing and at the
same time having and integrating other sensory experiences;
2. the learned ability to interpret the communication of visual symbols (images), and
to create messages using visual symbols;
3. the ability to translate visual images into verbal language and vice versa;
4. the ability to search for and evaluate visual information in visual media.

The first definition refers to seeing being a multisensory experience (Becker, 2004) that requires a degree of reading, listening, as well as smelling and
touching. The multisensory character of seeing also connects to the point stated
earlier that contemporary literacy is multidimensional (Riddle, 2009). Thus,
when proposing the tools for photography interpretation, I particularly focus
on intertextuality and intertextual connections that a viewer can discover. I ar-
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gue that a journalistic photograph is not just a visual content understood in
close relation with a (lexical) context, but it is often a constructed entity. By constructed, I mean its multisensory character that requires interpretation, which
will include all possible aspects of seeing experience. And seeing is not just looking by using the eyes, but also trying to hear, smell and feel, which requires
some experience in visual analysis. The constructed character of journalistic
photographs reflects Mitchell’s (2005, p. 260) claim that “there are no visual
media”, and thus, “all media are mixed media”, meaning that they employ various senses, but in different proportions.
The second definition, by Pettersson (1993), indicates that VL is an ability
to interpret and create images and can consequently be learnt. The third definition sees VL as a translation, or better – a communication process between visual
and verbal, through which images can be converted into textual forms and vice
versa. Thus, a visually literate viewer should be able to convert images into text,
by providing either their verbal or written interpretation. The fourth definition
links to the notion academic librarians are currently raising when elaborating
the need for VL development: VL can help learners to search for and use images
with respect to copyright and ethical standards.
Each of these four definitions raise particular features of VL and describe
certain abilities that any visually literate viewer should demonstrate. Thus, they
are also quite broad in their scope. In Articles I-IV, I mostly refer to the VL definition proposed by Avgerinou (2001) and based on her extensive review of VL
theory. In comparison to the previous four, this one is more concise, and set in
the educational context. It reads that
In the context of human, intentional visual communication, visual literacy refers to a
group of largely acquired abilities, i.e. the abilities to understand (read), and to use
(write) images, as well as to think and learn in terms of images. (Avgerinou, 2001, p.
142)

The abilities specified by Avgerinou should be fostered in VL education. However, not all of them can be always equally represented and developed in exercises with different types of visual material. Thus, when working with journalistic images, a viewer can start from learning to understand (i.e., to interpret)
photographs, followed by more conscious usage of them. Finally, the viewer
develops skills of visual thinking that often leads towards creating better photographs. Avgerinou identifies the process of learning in terms of images as one
of the VL abilities. This aspect of her definition is especially important in the
light of this study, which created and introduced tools for photography interpretation, aimed to be used in visual education.
One more attempt to define VL that I would like to bring into focus is
formulated in the “Visual Literacy Competency Standards for Higher Education”, published in 2011 by Association of College and Research Libraries. It
locates the need for VL training in a wider context of contemporary education,
indicating that
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Visual literacy is a set of abilities that enables an individual to effectively find, interpret, evaluate, use, and create images and visual media. Visual literacy skills equip a
learner to understand and analyze the contextual, cultural, ethical, aesthetic, intellectual, and technical components involved in the production and use of visual materials. A visually literate individual is both a critical consumer of visual media and a
competent contributor to a body of shared knowledge and culture. (ACRL, 2011)

This is not a definition per se, but is formulated as a goal to be achieved in
higher education. It describes an intensive process of learning that includes all
possible activities based on interaction with images (interpretation, evaluation,
usage and creation of images) as well as results of visual learning (becoming a
critical consumer and competent participant of contemporary culture). The
need for VL training, argued by Felten (2008) and referred to earlier in this
study, is developed here by explaining what VL education means and what its
goals are.
John Debes, one of the key figures in the history of VL (Fransecky & Debes,
1972) and who was the first to propose a definition as early as 1969, characterizes VL as a fundamental, learned competence that helps in everyday communication and gives joyful when looking at arts (Debes, 1969, p. 27). Debes points
out the importance of learning towards development of VL skills. Similarly,
Avgerinou (2001, p. 120) emphasizes the need for VL training and Felten (2008)
insists on VL education having a longitudinal characteristic. Thus, this study
suggests interpretation of journalistic photographs as a one kind of practice
among many others in visual learning that can help to develop, or even advance students’ VL skills in higher education.
Fransecky and Debes (1972) suggest that theorizing and reading about VL
may only raise an individual’s curiosity about it, while the real experience may
actually expand the sense of VL’s validity and value. Fransecky and Debes
(1972) call for some real action towards VL development that is required for
comprehensive understanding of the concept. Thus, this study proposes practical guidelines for the interpretation of journalistic photographs. In a longer perspective, the work is aimed to contribute towards development of students’ VL
skills.

2.3 Visual methods and the interpretation of journalistic photographs
A variety of methods of visual analysis seemed to be only partially suitable
when creating guidelines and constructing models for the interpretation of
journalistic photographs. None of them was perfectly suited to both the object
(a journalistic photograph) being interpreted and the purpose (the development
of VL skills among learners) of the interpretation. Thus, I decided to review
those visual research methods that I consider suitable for the interpretation of
journalistic photographs in the context of visual learning (see Table 2). In addition, I aimed to challenge the visual methodologies by particular features of
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journalistic photographs, that are: genre, context, layout, function fulfilled by a
photograph (informative, expressive, impressive, aesthetic, marketing and illustrative; see Article III for descriptions of each function), and any symbolic, connotative or intertextual meaning of a photograph. These elements are often unmentioned in the interpretation, being too complex and polysemic (such as the
concept of genre), or individually marked by the viewer’s cultural background
(for instance, intertextual connotations). Thus, my attempt in this study was to
include these aspects into the guidelines for interpretation of journalistic photographs, and to propose models, built as a combination of different visual research methods or their essentials. The research methods that were reviewed
for this purpose, were distinguished and based on the following criteria (see
also Table 2):
•
their characteristics seem applicable for the interpretation of
journalistic photographs,
•
they are classic theories or methods for analysis of photographs
(especially visual semiotics, or Barthes’ connotation/denotation,
studium/punctum),
•
they have already been used in contemporary scholarship to analyse
journalistic photographs,
•
their focus is on visual content of an image and on particular
elements within this content,
•
they pay special attention to certain aspects of a photograph (for
instance, to the photographic context that I discuss in the Article II),
•
they are the closest possible approaches to an ideal method for
photography interpretation that can serve VL education.
The last criterion can be seen as a highly subjective and intuitive. It is indeed,
but I attempt to support it by related scholarship and my teaching experience,
or experiments conducted with students who were asked to interpret particular
photographs (see the reports in Article I and Article IV).
TABLE 2
Category of
a method
classic, well
established
methods
and theories

Visual research methods reviewed and discussed in the study, along
with the selection criteria.
Method reviewed

Selection criteria

elements of visual
semiotics

•
•

visual rhetoric

•
•
•
•

classic theory/method for analysis of
photographs
frequently applied to analyse journalistic photographs
its characteristics seem applicable for
the interpretation of journalistic photographs
classic theory/method for analysis of
photographs
frequently applied to analyse journalistic photographs
the closest possible approach to an

Related
article
I and
IV

IV
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Barthes’(1993) phenomenological approach (the concept
of studium and punctum)

•
•
•

having their
roots in the
analysis of
paintings

Barrett’s (2010) principles for interpreting
photographs

•
•
•

compositional interpretation (Rose, 2012)

•
•

dedicated to
analysis of
photographs
in the press

iconological context
analysis (Müller,
2011)
quantitative content
analysis (Bock, Isermann, & Knieper,
2011)
integrative model,
combining iconology
with psychophysiological and eyetracking methods
(Müller, Kappas &
Olk, 2012)

•
•
•
•
•
•

ideal method for photography interpretation
its characteristics seem applicable for
the interpretation of journalistic photographs
classic theory/method for analysis of
photographs
frequently applied to analyse journalistic photographs
its characteristics seem applicable for
the interpretation of journalistic photographs
its focus is on visual content and particular elements within this content
the closest possible approach to an
ideal method for photography interpretation
its characteristics seem applicable for
the interpretation of journalistic photographs
its focus is on visual content and particular elements within this content
its focus is on photographic context

frequently applied to analyse journalistic photographs
its focus is on visual content and particular elements within this content
its focus is on photographic context
frequently applied to analyse journalistic photographs
its focus is on photographic context

I and
IV

IV

IV

II

II

II

The visual research methods that I chose to evaluate in this study, meet
some but never all of the criteria. Using these criteria, the visual research methods explored in the articles (especially in Article IV, but also in Article I and II)
can be further divided into three categories:
(i)
classic, well established methods and theories: elements of visual semiotics, visual rhetoric, Barthes’ (1993) phenomenological approach
(the concept of studium and punctum);
(ii)
having their roots in the analysis of paintings: Barrett’s (2010) principles for interpreting photographs, compositional interpretation (Rose,
2012), iconological context analysis (Müller, 2011);
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(iii)

dedicated to analysis of photographs in the press: quantitative content analysis (Bock, Isermann, & Knieper, 2011), a new integrative
model, combining iconology with psychophysiological and eyetracking methods (Müller, Kappas, & Olk, 2012);
Some of the classic visual approaches, such as visual rhetoric (discussed in
Article IV), provide useful tools that can be applied in the model for photography interpretation. Among these tools are especially denotative and connotative dimensions, or visual rhetorical figures. Methods that are used for analysis
of paintings (for instance, compositional interpretation [Rose, 2012], or principles for interpreting photographs [Barrett, 2010]) can be also applied to photographs. They are especially suitable when working with iconic photographs
that often have artistic aspirations, and are constructed in a way, which creates
difficulties in distinguishing between aesthetic and informative values. One of
the main characteristics of iconic photographs is a very poetic way of presenting
the subject by, often brilliant usage of photographic techniques (framing, lighting, visualizing emotions) that affects viewers. These features seem to form of
convergence between journalistic photographs and art. Thus, visual research
methods that are dedicated to paintings or art photography can be also adjusted
to the interpretation of journalistic photographs. Simultaneously, visual research methods that are traditionally ascribed to analyse journalistic photographs, such as quantitative content analysis, are often insufficient for visual
education, which requires methods that challenge viewer’s perception and intertextual thinking. In addition, the method chosen for exercises with visual
material should not be too difficult to either understand or use.
Thus, although visual semiotics is a kind of a “first-choice-method” when
coming across interpretation of photographs, it is too complex to be applied in
VL education without a comprehensive introduction to its vocabulary. The
PPSA model presented in the Article I is deeply immersed into semiotics (referring to Charles Sanders Peirce’s Theory of Sign), with addition of some sociological aspects of visual analysis. However, as the study indicates (see subchapter 3.1), the PPSA model was used in visual exercises with prior introductory
teaching, including basics of semiotics. The Article IV comes back to the semiotic tradition of visual analysis, referring not only to Peirce, but also to Ferdinand
de Saussure’s sign division into signified and signifier. However, it mainly criticizes insufficient and too complex apparatus of visual semiotics that is not able
to provide guidelines for interpretation of journalistic photographs.
Nevertheless, as VL theory and definition(s) derive from the traditional
(lexical) literacy, it might be difficult, if not impossible, to entirely “escape” from
semiotic tradition. One such attempt to leave visual semiotics approach is to apply multimodality. I came across this concept mostly through the work of Bateman
(2008, 2014), getting tremendously fascinated by it, and thus, willing to adjust it
for the tools for photography interpretation. Indeed, van Leeuwen (2008, p. 130),
who also writes on multimodality, but from a bit different angle than Bateman,
indicates that “the move towards multimodality is necessary, not as some sort of
corrections to earlier theories, but because visual communication itself has
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changed”. Müller (2008, p. 102) ironically claims that multimodality is a “cure”
for insufficient approach to visuals, offered by media or visual literacies that are
grounded in linguistics and semiotics, and that operate with tools based on traditional (lexical) literacy. Although I agree with Müller’s remark, and hence my
argument for excluding semiotics as a method for visual analysis, I do not see
multimodality as a salvific solution. Indeed, to some extent, multimodality can
solve the problem of approaching images with an appropriate visual vocabulary,
but multimodal analysis does not exclude semiotics either. Contrary, the method
is based on semiotic modes that ought to be identified in multimodal artefacts in
the interpretation process (Bateman, 2008). In addition, it provides same complex
apparatus, insufficient for basic VL education.
The current study moves away from visual semiotics towards visual rhetoric, suggesting denotation and connotation (Barthes 1977; 1983) as one of the
simplest ways to initiate interpretation process. These two concepts are widespread among visual methodologies (see, for instance, Barrett, 2003) and it is
difficult to classify them under one visual research method. Therefore, I used
them in the models for photography interpretation, first, as a part of visual semiotics approach (PPSA model in Article I), and later as a part of visual rhetoric
approach (Article IV). I foster the second classification as more appropriate.
Looking at a photograph from denotative and connotative perspectives means
to identify particular elements that belong to each of the two dimensions, even
though they are not disconnected, but interrelated. Denotation is mainly based
on a simple description of who or what is in the picture, while connotation
leads to more advanced analysis, looking at visual connotators (symbols, tropes,
visual rhetorical figures, intertextuality). The division into denotation and connotation is easy to follow by learners in visual exercises, although it is not necessary to clearly indicate it in the model for interpretation (see the model introduced in Article IV).
The interpretation of journalistic photographs, intended for use as a tool in
VL education, is a unique process, both due to its object and purpose. Journalistic photographs are often packed with emotions and intertextual meanings.
Barrett (2010, p. 149) indicates that they “carry more credibility than other kinds
of images and especially require interpretation”. Thus, a journalistic photograph is not just a news that is communicated visually, but instead, it is a visual
representation of reality that can be read (interpreted) both on very basic (denotative) and more advanced (connotative) levels.
In the current study, the term interpretation is understood in relation to the
image interpretation process, in which a viewer attributes certain meaning(s) to
the photograph. Avgerinou (2001, p. 122) claims that “to interpret pictures an
individual must understand that a picture is a symbol representing, not itself
being, an object, concept or event”. The meaning of a photograph does not only
depend on what or who is framed, but also on a particular way of presentation
of a subject. What is more, the meanings attributed to the photograph can differ
in time and between viewers. This tendency prompt that the meaning of a photograph is polysemic, often not matching with actual intentions of the origina-
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tor of a photograph (photographer, photojournalist), or photo editor or image
broker (term from Gürsel, 2012). Hall (1997, pp. 32-33) emphasizes this tendency by underlining the need for interpretation:
The meaning we take, as viewers, readers, audiences, is never exactly the meaning
which has been given by the speaker or writer or by other viewers. (…) So interpretation becomes an essential aspect of the process by which meaning is given and taken.

In Hall’s understanding of interpretation, the meaning is given and taken,
rather than discovered, while the interpretation process of journalistic photographs is heavily based on viewer’s active role in the attribution of meanings
(see Figure 1). In the interpretation process, meaning(s) attributed to the photograph do not only reflect reality and message(s) implied in the photograph, but
for most – they mirror viewer’s own perception and understanding of particular events. Understanding of visual messages develops through visual training.
Thus, this study’s focus is on the learning process that occurs within an image
interpretation process. Approach to visual education presented here favours the
joy of photography interpretation, rather than any final result of such interpretation. In other words, in the context of VL education, by interpretation, I mean
the process of learning how to read and understand photographs, with minor
focus on any kind of material result of this practice (except of development of
VL skills, which is, however, of quite immaterial nature).
Due to the visual character of its object, each process of photography interpretation is unique. In addition, individuals never approach a photograph
twice from the same perspective, because their skills in VL evolve, as well as
their personal experience and knowledge that are brought to the interpretation
process, differ in time. Thus, the meanings attributed to the photograph differ
significantly, based on:
(i)
viewers’ experience in visual interpretation (and thus, their VL skills),
(ii)
type of journalistic photograph that is interpreted (consider various
photo-genres, or iconic photographs)
(iii) method used for interpretation.
This study emphasizes in particular the third aspect, aiming to compile
guidelines for photography interpretation that can be applied in teaching/learning context, without any need for additional adjustment. Thus, the
model for photography interpretation that I introduced in the Article IV does
not require any pre-knowledge of visual studies or visual methodologies, or
their specific vocabulary (although it derives from an extensive review of particular visual research methods). However, the PPSA model proposed in the
Article I, or intertextual approach to photography interpretation proposed in
the Article II, or the journalistic photo-genre typology as a tool for interpretation, introduced in the Article III, may all require some facilitation from the
teacher who aims to apply them in VL education. The kinds of additional instructions that these methods require are indicated in the articles and further
elaborated in the following chapter that reports findings of this study by presenting tools for the interpretation of journalistic photographs.



3

FINDINGS: TOOLS FOR THE INTERPRETATION
OF JOURNALISTIC PHOTOGRAPHS

Four different models and approaches to the interpretation of journalistic photographs that can facilitate VL training were compiled and introduced in this
study. Below, each of them is discussed in brief. Models can be used both in an
individual or group-work assignments. They can be adjusted for particular
learning purposes or topics if needed. However, some of the models or approaches require introductory teaching (except for the model introduced in the
Article IV), intended for those learners who are less familiar with particular
terms, or have less experience in visual analysis. The kind of introductory teaching that is needed is indicated in the subchapters that follow. Suggestions for
exercises based on the models are described with an aim to develop certain VL
skills, in particular, reading and understanding of images and learning to think
in terms of images.
The models proposed in the articles and reported here, were mainly tested
with highly connotative, if not iconic, images (except for Article III) to exemplify models’ implementation in the most illustrative manner. At the beginning of
visual education, learners’ VL skills can be quite weak, assuming that they have
not had any previous experience in purposefully analysing images. Thus, even
though the tools for photography interpretation that I introduce are not solely
dedicated for iconic images, I do recommend working with this type of journalistic photographs first, because they are sufficiently connotative for beginners
who are not yet fluent in discovering visual references. Iconic photographs are
condensed visually, and thus, advanced, multilayered interpretation is possible.
Simultaneously, in-depth visual interpretation can facilitate development of
learners’ visual sensitivity that helps them to acquire VL skills. On the other
hand, any set of journalistic photographs from the press can be used when applying the genre typology of journalistic photographs as a tool for interpretation (see Article III).
The choice of a method that is used for photography interpretation is crucial, because it influences the learning process that should lead towards development of VL skills. This claim has acted both as a starting point for this study

35
and its main goal, and it has been considered in each of the studies reported in
the articles.

3.1 Press Photograph Story Analysis (PPSA) model
The PPSA model was grounded on two traditions: semiotics and communication theory. In both cases, necessary simplifications for the purpose of the model were made. Thus, in semiotic terms, the model applies Charles Sanders
Peirce’s Theory of Sign (as described in Mrozowski, 2001, pp. 271-273), in particular, the trichotomy of sign, object and interpretant. The PPSA model also
uses Barthes’ (1983) concept of photograph as an analogon, as well as his idea of
photographic punctum (Barthes, 1993). In the trial assessment of the PPSA model with students, it appeared that semiotic references made in the model were
unnecessary for the interpretation process, in that they did not help to add any
extra information. The only exception was punctum that students tried to identify in analyzed photograph stories. Similarly, the framework for the PPSA model, built on the basis of Roman Jakobson’s communication model (1960) assisted
only in separating particular steps of the interpretation process.
The PPSA model applies Barthes’ division into denotation and connotation, which the students confused in the trial assessment of the model. Indeed,
these two parts of the interpretation process should not be separated as they
often interfuse. Thus, the clear division was later abandoned in the model for
interpretation of journalistic photographs, reported in the Article IV. Nevertheless, for teaching purposes, it is good to make students aware of both the denotative and connotative aspects of the image interpretation process. Understanding this division can enhance students’ ability to conduct more in-depth interpretations with more complex models. According to the PPSA model, a denotative interpretation consists of the basic observation of who is in the photographs,
what kind of visual techniques were used and how the caption helps to understand each picture’s theme. Connotation, the next level of interpretation, aims
to explore denotative observations. Connotation is a stage, at which learners’
skills in VL are either applied or can be developed through repeated usage of
the model in the interpretation process with various photographs. The PPSA
model was initially dedicated to press photograph stories (photo reportages; see
Article III for the genre typology). However, it can equally facilitate the interpretation process of single photographs as opposed to a series.
From the point of view of this study, the aim to design tools for VL education, one of the most interesting elements of the PPSA model is the idea of looking for, describing and explaining interpretants in the photographs. By interpretants, I mean visual rhetorical figures, symbols and intertextual connotators. In
the trial test of the model, this part of students’ interpretations was sufficiently
well developed, which can suggest that without both the PPSA model and some
prior introductory teaching, students will be unable to provide such in-depth
interpretations that indicated various connotations.
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The last part of the model that contains additional questions can be freely
modified by the teacher, regarding the aim of the photography interpretation
conducted with the model. Based on the trial test, I see particular relevance in
the second question: “What can you learn about the world from these photographs?” (Kčdra, 2013, p. 31). In the interpretation process of journalistic photographs these kinds of questions should be always asked, in order to encourage
learners’ attention to move from abstract thinking about images to reality. In
other words, this last part of the model provides a summary of learning that
occurred during the interpretation process.
The trial test of the PPSA model was conducted after several relevant visual exercises that aimed to help learners to understand the vocabulary used in
the model (especially some of the semiotic terms, or the concept of the visual
rhetorical figure). As a result, I later decided to develop a simplified version of
the PPSA model that would not need any introductory training. The revised
version is proposed in Article IV as a model for interpretation of journalistic
photographs. The new model borrows from the PPSA model a few elements,
which do not require any pre-knowledge from learners. However, as the PPSA
model requires introductory teaching leads to the conclusion that visual interpretation is a learning process that is more effective when applied step-by-step,
through various visual exercises. These exercises can, for instance, train learners’
intertextual thinking.

3.2 Intertextual approach
The concept of intertextuality was introduced and popularized by Julia Kristeva
(1980), who combined elements of linguistics of Ferdinand de Saussure with
Mikhail Bakhtin’s theories. Indicating the concept’s origin in the analysis of text,
which both Fairclough (1992, 2003) and Wodak (2001) use in critical discourse
analysis, I further looked at the concept of intertextuality and its application in
visual studies and visual research methods. I referred, in Article II, in particular
to Burgin (1982) in the field of photography, Rose (2012) in visual discourse
analysis and Barrett (2010) in the principles for interpreting photographs.
The intertextual approach to photography interpretation, as described in
Article II, is a prerequisite for learners to conduct more systematic interpretation, or to use multi-layered models, such as the PPSA model, or the model for
interpretation of journalistic photographs, proposed in Article IV. Both these
models include intertextuality as an important element of the interpretation
process. Thus, visual exercises that apply intertextuality can help to prepare
learners for next steps in visual analysis.
Contemporary texts, whether visual or textual, do not only have meaning
of their own, but their meaning can also occur in relation to other texts. In this
case, “the text becomes the inter-text”, as Allen (2000, p. 1) suggests, and reading becomes a process of moving between various texts, investigating relations
between them. Allen (2000) further indicates that the intertextual approach to
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texts also influences thinking about photographs, interpretation of which depends on certain conventions and codes that ought to be recognized by viewers.
Allen’s focus is on art photography, but his observation can be equally applied
to journalistic photographs.
In visual research methods, intertextuality is an infrequently mentioned
concept (see Burgin, 1982; Barrett, 2010; Rose, 2012) and not sufficiently elaborated or used as an approach to photography analysis. Furthermore, intertextuality is usually applied to literary arts, but not restrictively, because intertextuality can be “found in discussion of cinema, painting, music, architecture, photography (…) It is possible to speak of the ‘languages’ (…) which involve productions of complex patterns of encoding, re-encoding, allusion, echo, transposing of previous systems and codes” (Allen, 2000, p. 174). Interpretation of particular cultural artefacts can occur in relation to artefacts from the same group,
or from the other groups. In intertextual interpretation of journalistic photographs, context is of secondary importance, because, primarily there is a viewer
who attaches meanings to the photograph that are based on individual experience, knowledge and VL skills. Thus, the photographic content, i.e., the visual
representation of events and emotions, is in focus of intertextual approach.
Intertextuality, as a name and form of a visual exercise, is as I propose in
this study based on a question about any connotations of a particular photograph (or its elements) to other images, or cultural artefacts that the viewer can
identify. The more pictures that viewers see and interpret, the more they can
read in and between them. Intertextuality concerns training learners’ individual
perception and visual sensitivity. Thus, when used in educational settings, intertextual exercises with photographs should be guided in the beginning, especially with students who have less experience in visual analysis. Showing couple of examples of what is meant by intertextual connotations of a particular
photograph to other cultural artefacts can be a good starting point of such visual training.
In this study, intertextuality is proposed as a way of thinking outside the
box that insists on looking at journalistic photographs as we see them – not as
they have been contextualized for us. Thus, intertextual exercises should help to
develop learners’ visual thinking, and thus, contribute to the development of
learners’ VL skills. Intertextual interpretation is a never-ending, constant learning process: the more connections are seen, the more there is to find out and
link to.

3.3 Genre typology of journalistic photographs as an interpretation tool
The genre typology of journalistic photographs was created by analysing differences and similarities in photographic content, context, place and role of a photograph in a newspaper layout, the number of images (single and series), and
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function fulfilled. These kinds of criteria are often used to initiate interpretation
process of journalistic photographs. Thus, the study proposes the genre typology as a tool for VL education. The typology can be easily adjusted for exercises
that introduce students to visual material they are going to interpret, and familiarize them with a concept of genre.
Although the proposed typology was not simplified for educational purposes as in the case of Pienimäki’s (2013) “genre tool”, it still includes certain
generalizations. One of these generalizations is a lack of indication that genres
merge and create hybrids. This feature of genre can be mentioned by a teacher,
but the information itself is not necessary for using the genre typology in visual
exercises. The aim of the typology was to clearly describe photo-genres, indicating particular features of each of the related photo-types.
The typology opens several possibilities for VL exercises. Firstly, students
can choose particular photographs from newspapers (preferably), but opinion
weeklies and online press can be also used as sources, and try to identify the
photograph’s genre and type, according to the typology. The exercise should
follow with an explanation of the genre-choice made by learners, by describing
content, context, layout of display, and dominant function of the interpreted
photograph. Furthermore, after naming, for instance, a news photo and photo
reportage (both single and series), learners can try to identify differences in story-telling of these two photo-types. Similar exercises, based on comparison of
images, can be made between all four photo-genres, and may focus on just one
particular aspect of photographs, such as their content. Although the concept of
photo-genre along with its typology may require some introductory teaching
for less experienced learners, the genre tool proposed in Article III can be immediately used for the above mentioned exercises, or for any similar ones.
The central aim of applying photo-genre and its typology in VL education
is to raise learners’ understanding of the kind of images they are going to interpret. Ability to recognize particular photo-genres in the press can lead to a better understanding of a journalistic photograph as a visual medium. It can also
prepare learners for the interpretation process of journalistic images with the
aid of the models proposed in this study. Moreover, for those learners who
would like to develop their VL skills in creating images, knowledge of genre
and awareness of differences between various types of photographs can equip
them with better imagery tools.
The thematic-driven categorizations of journalistic photographs (for example, Lester, 1999; Newton, 2001; Kobré, 2008), to which I also briefly referred
in Article III, are usually less attractive for teaching purposes, because their focus is limited to a picture’s theme. By contrast, the proposed typology also covers other aspects of journalistic photographs, such as context, layout, and photographic functions. Analysing these kinds of elements in a set of photographs
can help to develop the practice of looking, and foremost, seeing.

39

3.4 A model for interpretation of journalistic photographs
The model for interpretation of journalistic photographs proposed in Article IV
is a synthesis of various visual research methods and approaches, or their essentials, including an improved version of the PPSA model introduced in Article I. The main improvement concerns its simplification for educational purposes, which was possible after removing references to visual semiotics. The eightstep model is a collection of questions that should be answered in the interpretation process of a journalistic photograph. They are compiled in an order of
interpretation, and thus the viewer is expected to first describe what they see in
a photograph and later read a caption for additional information. The sequence
of questions is built on Barthes’ division into denotation and connotation that
was also observed in other approaches to visual analysis, such as the first and
second level interpretant in Peirce’s semiotics, or the first- and second-layer of
interpretation in Barrett’s (2010) principles for interpreting photographs. Reference to the denotative-connotative division, although not indicated in the model itself, means that the viewer starts from the basic description of an image (including photo-content, information depicted from the caption and phototechniques) and follows with more advanced interpretation, based on intertextuality, symbolism and visual rhetorical figures as well as looking for punctum
and identifying viewer’s emotional reaction to the photograph.
The model can be instantly applied for visual exercises. However, questions about symbols or intertextual connotations can pose some challenges to
viewers that have little experience in visual analysis. The only element of the
model that may require prior introductory explanation from the teacher is the
one that concerns visual rhetorical figures in photographs. Thus, the model can
be applied either in the version presented in Article IV (including introductory
teaching; interpretation process is facilitated by a teacher), or as it was used in
the visual exercise with students of the course “Media Analysis and Criticism”,
reported in Article IV (analysis of visual rhetorical figures excluded, short introduction about how to use the model).
Although the model for interpretation of journalistic photographs was initially constructed on the basis of the PPSA model, its aim differs significantly by
moving away from visual semiotics and constructing a more accessible tool for
educational purposes. In the current model, the main focus is on photographic
content and image-viewer relation, i.e., on kinds of meanings a viewer attaches
to the photograph. These meanings can concern the viewer’s emotions toward
the content of a photograph (Step 4 in the model), photographic punctum (Step
5), visual symbols depicted in the photograph (Step 6) and intertextual connections made by the viewer (Step 7). I recommend using the model for interpretation of journalistic photographs to support VL education by constructing exercises with the model as a tool for interpretation. However, for the purpose of a
more advanced, in-depth interpretation, it is suggested that usage of the model
will be facilitated, at least in the early phases of visual learning.



4

CONCLUSION

4.1 Theoretical and practical contributions of the study
Contemporary communication occurs through online platforms and new media
and is heavily transmitted visually, with overwhelming usage of photographs
taken and distributed on any possible occasions by any individual armed with
portable camera. However, although vision seems to be the dominant mode, the
more images are used for communication, the less they are understood, valued
and critically approached (see, for instance, the study on VL skills of digital natives by Brumberger, 2011). Skills of reading, understanding and creating images are taken for granted, both by individuals who communicate visually and by
educators who are responsible for developing these skills among their students.
The current study provides models for photography interpretations that
can be applied in visual education in order to increase the level of VL among
viewers. As an object for these models, the study uses the journalistic photograph – a cultural artefact that is characterized as either a visual report about an
event, or a compilation of intertextual references to other cultural artefacts. The
importance of studying photographs is indicated by Bogre (2015, p. 3) in the
introduction to his teaching guide for photography educators: “photography is
the language of the twenty-first century and being able to think critically about
and analyse photographs is an essential twenty-first century literacy.”
This study is a voice in the discussion that fosters VL education and calls
for changes in a largely textual higher education curriculum towards a more
visually oriented one. The study provides concrete tools for studying visuals
that can be used for development of VL skills. In addition, it complements the
theory of press photography by elaborating on photographic context and journalistic photo-genre typology, iconic photograph and definition of a journalistic
photograph. The study also makes a contribution to visual methodologies by
reviewing, juxtaposing and adjusting both classical visual theories and some
newer approaches that together form the basis for the models for interpretation
of journalistic photographs, introduced in this study. As indicated in the Intro-
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duction, the study has crossed various disciplinary borders in order to find sufficient ways to realize its aims and to answer its research questions. As a result,
the study contributes to visual studies by providing a multidisciplinary perspective on the image interpretation process, with particular interest in journalistic photographs. Furthermore, the introduced methods of photography interpretation are not solely applied from traditional perspectives such as visual semiotics or quantitative visual content analysis. Instead, the study brings new
solutions to visual analysis of photographs that combines elements of various
visual research methods. The models for interpretation are adjusted for educational purposes, being created according to specific features of journalistic photographs.
The study addresses the need for introducing VL into the curriculum, especially at the higher education level that still concentrates mainly on texts,
rarely incorporating visuals (Elkins, 2008a). Photography education is important for all students, irrespective of discipline or major, because “studying
photography teaches the skills to think critically, independently, and creatively”
(Bogre, 2015, p. 4). Also one of the Barrett’s (2010, p. 149) principles for interpreting photographs that “we ought to teach people to carefully think about
what they consume” should be seriously taken into consideration. Images are
part of popular culture, and thus, it is impossible to escape from visual orders
and visually mediated communication. Individuals need to learn how to live
and smoothly move between images, being able to understand and evaluate particular visual artefacts. The “pictorial turn”, proclaimed by Mitchell (1995) already more than two decades ago, has unfortunately been followed with limited implications to pedagogy. Hence, this study aims to contribute towards
changes in teaching guidelines, especially in higher education that usually lacks
interaction with any type of images (except slideshows that are often more textual than pictorial). The guidelines that aim to facilitate reading and interpreting, rather than only viewing, of journalistic photographs are proposed as an
end result of this study. Each of the models and approaches can be applied for
visual exercises both in formal teaching context and for individual learning, and
modified according to needs. Elkins (2008a, p. 3) argues that moving college
education towards being more visually oriented is “the most important and
potentially revolutionary problem in current curricular theory”. Thus, the practical contribution of this study is by providing concrete tools that can be used
towards development of more visually oriented higher education.
In addition, the study also attempts to introduce visual methodologies into journalism studies that usually use images in research to investigate certain
topics, rather than solely focusing on them as cultural artefacts. By referring to
the journalistic photograph as a purely visual medium that contains only one
semiotic mode – pictorial representation, this study attempted to introduce a
new kind of thinking about press photography to journalism studies. Thus, my
suggestion for photography interpretation that is radically detached from any
type of context (context of production, medium and page context), including
only a caption. This kind of approach identifies journalistic photographs as a
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purely visual and decontextualized medium that is also accordingly interpreted.
However, this study is not in violation of press photography theory, but it proposes a fresh approach that tries to combine journalism studies with visual research methods, visual education and visual studies. In addition, the study
provides discussion on photographic context, distinguishing its various types
and role in the interpretation of photographs.
Introducing a genre typology of journalistic photographs is another important, both theoretical and practical, contribution of this study. Although the
typology is constructed on the basis of a small sample in a particularly national
context (the review of journalistic photographs from the main Polish daily
“Gazeta Wyborcza”) and it is not free from certain generalizations, it provides
comprehensive descriptions of particular photo-genres and -types that can be
applied to photographs in the press of any origin. The genre typology of journalistic photographs compiled in Article III is the first of this kind of systematic
approach applied to the concept of photo-genre.

4.2 Limitations of the study
Although every effort was made to restrict the potential limitations of the study,
there remain a few that require acknowledgement. The most important limitation lies in the predominantly theoretical character of this study. This may raise
the objection that even though the proposed tools for photography interpretations are well described, explained, developed and immersed in contemporary
scholarship about visuality, they were not applied in real educational settings.
Indeed, the intertextual approach and the genre typology for journalistic photographs as tools for photography interpretation were not tested in visual exercises. The study also contains just a few explanations as to how these two approaches can be used in visual education. In contrast, the PPSA model underwent a small-scale validity test in classroom settings with university students.
The conclusions of this trial assessment were later used in the research process
to improve the interpretation model reported in Article IV. The first version of
that model was also verified in the trial test with students, even though this was
not reported in Article IV, which focus was predominantly on the review of
visual research methods.
Related to the above mentioned limitation, another issue that was not addressed in this study was whether the proposed models for photography interpretation can actually help to increase level of VL among learners. As already
indicated, development of VL is difficult, if not impossible, to measure (Avgerinou, 2001). Indeed, some attempts have already been made to design tools, such
as the VL Index (Avgerinou, 2001), which can help to verify individuals’ VL
skills. However, it was not the aim of this study to present empirical verification, except for some trial tests that were conducted to illustrate how particular
models can be used in visual exercises. Thus, this study does not contain sufficient empirical evidence that can confirm or reject the assumption that the pre-
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sented tools help to develop VL skills. The only possible way to overcome this
limitation would be to design a large scale research program that focuses on
creating appropriate measurement tools that help to investigate VL development. However, this lies beyond the scope of the current study, and should rather be seen as a direction for future research. In addition, one of the study’s
main arguments is that any effort made towards more visually oriented education by promoting teaching that includes visuals as objects of investigation, is
already a step forward towards VL development.
Furthermore, being limited to the review of particular visual research
methods, this study may lack some interesting approaches to visual analysis
that could have been added to the models for journalistic photography interpretation. Visual methods chosen for review were selected on the basis of particular criteria (see subchapter 2.3) that helped to narrow the scope for the review.
However, the proposed models for photography interpretation are still open for
further development and improvement, and thus, can include elements of
many other visual research methods, reviews of which were not considered
here.
The argument for excluding context as unnecessary for the interpretation
of photographs can be seen as another limitation to the models proposed in this
study. In addition, the context of reception was also not discussed here. Nevertheless, the main interest of this study lies in the interpretation process, not in
its final product. Thus, the exclusion of context (or inclusion of a caption only),
which may not please many scholars, especially those that perceive journalistic
photographs as mainly press images deeply immersed into context.
Furthermore, one of the findings of this study, i.e., the genre typology of
journalistic photographs proposed in Article III, has its limitation in terms of
the material, on which it was created. For purposes already explained in the
article, the typology was developed by reviewing mostly Polish scholarship
about genre and using visual material of Polish daily “Gazeta Wyborcza”.
Therefore, the proposed typology may require some further verification, including journalistic photo-genres from other cultural press-contexts.
Finally, this study should have posed the question whether or not photography interpretation can be taught at all. I have repeatedly argued here that the
image interpretation process is highly individualized and interconnected with
the viewer’s cultural background, experience and knowledge in visual analysis.
Thus, as VL development is almost impossible to measure, it might be assumed
that teaching photography interpretation is also difficult due to the variations in
the learning outcomes. However, thanks to their openness towards diversity,
visual learning and teaching are so interesting.
This study’s interest was in the image interpretation process that occurs
with the usage of the suggested models. I tried to observe and verify those elements of the proposed models, which can facilitate the interpretation and learning process, and how to advance the level of photography interpretation to
guide it towards more intertextual and connotative. Thus, the question is not if
teaching photography interpretation is possible, but how it should be realized
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in practice. Therefore, the mainly theoretical character of this study can serve as
a great opening for future research towards more visually oriented education.

4.3 Directions for future research
First and foremost, future research on the topic introduced in this study, should
focus more on assessment how VL skills are developed among learners,
through what kind of activities and exercises. In other words, it is recommended to design appropriate methods for measuring VL development. It would
also be interesting to investigate how the proposed tools for journalistic photography interpretation can actually facilitate VL education.
Although this study does not provide any proofs of the usefulness of the
proposed models for photography interpretation, it puts forward concreate solutions in the discussion about changing higher education curriculum towards
being more visually oriented. Thus, any future research should also focus on
promoting visual education by developing visual exercises, models and tools
for visual interpretation that can be easily applied in classroom settings. It
would also be interesting to create some online platforms that could support
visual learning and teaching. In this context, making educators and educational
decision makers aware of the need of VL training should be a primary goal.
Furthermore, one direction of future research is to continue to review visual research methods towards their application to the interpretation of journalistic photographs. This kind of revision can include visual methods that were
not discussed here, or even try to apply multimodality as a method, but with its
proper adjustment for educational purposes. The cross-disciplinary or multidisciplinary approaches to visual methodologies should be further promoted in
order to finally establish and gain appropriate recognition to visual studies (or
visual culture) as a field. Revision of various theories, concepts and methods
within visual studies is necessary to systematize, a still quite young, field of inquiry. It would be especially useful to unify its vocabulary, even though it may
seem impossible in the context of the multidisciplinary character of visual studies.
Further research on the press photography theory is also necessary. The
concept of photo-genre should especially gain more scholarly attention as it
seems to be marginalized in journalism studies. Although, these studies discuss
journalistic genres, they do tend to forget about photographs in the press (with
some exceptions in Polish by Wolny-Zmorzyęski, 2007, 2010, 2011; and in Finnish by Pienimäki, 2011, 2012, 2013).
Finally, future studies should promote VL as an essential component of
21st century education. The models for interpretation of journalistic photographs proposed in this study are just one tool towards developing a more visually oriented education. Photographs demand interpretation, because they
“get their meaning from the way the people involved with them understand
them, use them, and thereby attribute meaning to them” (Becker, 1995, p. 5).

45
Thus, interpreting photographs can be a key towards understanding visual culture and visually mediated communication. Nevertheless, higher education can
also discover and apply other types of visual material, or possibilities offered by
visual research methods and visual studies.
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SUMMARY
Introduction
In a visually stimulated environment, where images are produced, used and
displayed on an enormous scale, skills of reading and understanding visual
communication are taken for granted. Thus, they are rarely a part of higher education curriculum, while developing students’ visual literacy (hereafter VL)
skills can help them become conscious consumers of visual culture. The need
for visual education was identified in the late 1960s, when the VL movement
emerged and since has been constantly repeated in regard to all levels of education (Fransecky & Debes, 1972; Adam, 2001; Barrett, 2003, 2010; Bleed, 2005;
Riddle, 2009; ACRL, 2011; Brumberger, 2011). However, the call has not been
followed by concrete guidelines, or ideas for exercises that could form the core
of teaching VL. In order to fill this gap, this study suggests using journalistic
photographs and their interpretation as an instrument of visual literacy education. As Felten (2008) relates, everyday encounters with images are not a sufficient condition for becoming visually literate, but any kind of visual training
can help to develop VL skills. This study, by proposing four models for photography interpretation, provides concreate solutions within the discussion that
fosters VL education. It also contributes to the theory of press photography by
discussing the concept of photographic context and definition of journalistic
photograph, and by suggesting the genre typology of journalistic photographs.
Scholarship that focuses on images is constantly struggling to gain both
identity and disciplinary recognition. The two competing terms are visual studies that is fully dedicated to visuality, and is more general in scope (Elkins,
2013), and visual culture that underlines cultural character of vison. Thus, bearing in mind the ongoing debates (Mitchell, 2002; Smith, 2005) regarding the
name of the field and its object of investigation, this study favours the term visual studies in order to position the multidisciplinary research that it presents.
The focus of this study is the image interpretation process and on the
methods that can be applied to guide journalistic photography interpretation in
VL education. The photograph includes a message (information, news, etc.) that
is received by the viewer, who further attributes meaning(s) to this photograph
in the interpretation process. The meaning(s) that the viewer attributes differ in
time and depend on viewer’s cultural background, knowledge and VL skills as
well as on the type of interpreted photograph and method used for this interpretation. As an object for the image interpretation process, the study uses the
journalistic photograph – an artefact of popular culture that is often a semiartistic visual representation of reality, which has a polysemic character. The
meanings that a viewer attributes to the photograph may not match with actual
intentions of the originator of the image (the photographer, photo editor, image
broker), but they mirror the viewer’s own perception and understanding of an
issue framed in a photograph. The study assumes that the interpretation of
journalistic photographs can be quite easily learnt if it is sufficiently guided.
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The first objective of this study is to clarify why journalistic photographs
can, or should, be used for learning visual interpretation, and thus also, what
kind of photography interpretation is seen as useful for teaching-learning purposes. This objective is realized by an extensive evaluation of the photographic
context. Although the study proposes photography interpretation that is almost
detached from photographic context, it is not in violation of press photography
theory, but it rather aims to provide fresh view by combining journalism studies with visual research methods, visual education and visual studies.
Furthermore, the study discusses the concept of photo-genre and, based
on the literature review and visual material analysis of the Polish daily “Gazeta
Wyborcza”, it creates and introduces the genre typology of journalistic photographs. In the typology, the main features of particular photo-genres and photo-types are indicated for their further usage in visual exercises. Finally, the objective of creating a tool for photography interpretation is realized by proposing
a Model for Press Photograph Story Analysis (hereafter PPSA). The PPSA model is later simplified in the model for interpretation of journalistic photographs,
which is created on the basis of a critical review of certain visual research methods. As a result, the study proposes four different tools that can be used in exercises in visual education. Each of these models is reported in one of the four
articles that this study comprises, along with the cover text that indicates the
links between particular elements of this study.
An empirical research that presents analysis of students’ interpretation of
photographs, written using the PPSA model, is reported in the Article I. Article
II is more theoretical and literature-centred study of photographic context and
its role in the interpretation process of journalistic photographs, while Article III
and IV are both a combination of theoretical discussions and empirical evaluations, suggesting two tools that can be used in exercises in VL education. Article
III proposes the genre typology of journalistic photographs, and Article IV,
along with a critical review of particular visual research methods, introduces
the model for interpretation of journalistic photographs. The study is mostly
theoretical in its scope, but it also includes some empirical research (educational
experiments with students, visual material analysis) that was conducted to design and evaluate models for photography interpretation and to explain more
complex terms related to photography (photographic context and photo-genre).
The two main research questions, addressed in this study, along with more specific and detailed research questions in each of the dissertation articles are:
(i)
Which are the methods to interpret journalistic photographs?
(ii)
How to use the interpretation of journalistic photographs as a learning and teaching tool in visual literacy education?
Theoretical and methodological framework and key concepts
The study’s main object, i.e., journalistic photograph is considered as a photograph created by a journalist to report either news or an event of particular interest to the public, or to illustrate a journalistic text, or to show certain people.
Thus, press photography is regarded as a field of enquiry (except for Article I,
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in which press photograph was used as a synonym to journalistic photograph,
which was further verified as the study has developed). The journalistic photograph is a medium of visual communication, which as a cultural artefact, is often embedded in intertextual connotations and symbolic meanings, possible to
be identified in the interpretation process. Due to these particular features,
journalistic photographs often become a part of societal visual memory, which
earns them the status of visual icons of particular events. Iconic photographs
are intertextually powerful, rich in symbolic meanings, visual tropes and other
types of connotators. The reason for singling out iconic images in this study is
to emphasize that a journalistic photograph is a very broad term that includes
various types of images. In addition, the study suggests that iconic photographs
are sufficient material for visual exercises, especially for beginners, who have
less experience in visual analysis. However, all other types of journalistic photographs can be equally suitable to apply the interpretation models proposed in
this study.
Furthermore, the study discusses the concept of photo-genre that is understood as a set of certain conventions of form and content, common to other
texts of the same type (Chandler & Munday, 2011). The notion of genre helps to
organize different types or kinds of work into a category (Barker, 2004; Bate,
2009). Genre is a concept that has been quite extensively used in various disciplines, but without receiving sufficient attention in regard to photographs in the
press. Thus, after reviewing and comparing existing typologies and categorizations of photo-genres (Lester, 1999; Wolny-Zmorzyęski, 2007, 2010, 2011; Kobré,
2008; Pienimäki, 2011, 2012, 2013), and analyzing visual material from the
Polish daily “Gazeta Wyborcza”, the study proposes the genre typology of
journalistic photographs. The typology sets out four photo-genres: news photography, reportage photography, portrait photography and illustrative photography, with related photo-types. The photo-types are distinguished based on
differences in the visual content of photographs, their context, layout of display,
number of images, and their fulÀlment of informative, expressive, impressive,
aesthetic, illustrative or marketing functions.
Furthermore, the attention is turned to the concept of photographic context that is especially important in this study, which argues for decontextualized interpretation of photographs, i.e., an interpretation with minor attention
to context (including only a caption). The study indicates and further discusses
three types of photographic context and their usage in the methods of visual
interpretation: (i) context of production, (ii) context of medium, and (iii) page
context. The context of reception, although identified, is not discussed separately, but only in relation to the other types. However, in order to provide potential users of the models for photography interpretation with the freedom of attributing various meanings to photographs, the study recommends including
the caption as the only element of photographic context.
Finally, the study addresses the concept of VL and the need for its development in contemporary education. Contemporary literacy is not solely seen as
the ability to read and write, but is superseded by multi-literacies, among which
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VL should gain more attention due to its importance in a visually stimulated
environment. Lacking a clear, comprehensive definition, VL is often included in
descriptions of media literacy, or placed in contrast to the concept of visual
competence (Griffin, 2008; Müller, 2008) that is favoured as a term more relevant to visuals (Griffin, 2008). This study uses the concept of VL and refers to
exceptional efforts in providing its theory and definition by Pettersson (1993),
Avgerinou (2001) and Avgerinou and Pettersson (2011). Thus, VL is defined
here as an ability to understand, interpret and use images as well as thinking
and learning in terms of images (Avgerinou, 2001, p. 142).
In order to design models for photography interpretation, the following
visual research methods and approaches, divided into three groups, are evaluated:
(i)
classic, well established methods and theories: elements of visual semiotics, visual rhetoric, Barthes’ (1993) phenomenological approach
(the concept of studium and punctum),
(ii)
approaches to visual interpretation, having their roots in the analysis
of paintings: Barrett’s (2010) principles for interpreting photographs,
compositional interpretation (Rose, 2012), iconological context analysis (Müller, 2011),
(iii) methods dedicated to analysis of photographs in the press: quantitative content analysis (Bock, Isermann, & Knieper, 2011), a new integrative model, combining iconology with psychophysiological and
eye-tracking methods (Müller, Kappas, & Olk, 2012).
The study attempts to challenge visual methodologies by analysing particular features of journalistic photographs: genre, context, layout, function fulfilled by a photograph (informative, expressive, impressive, aesthetic, marketing and illustrative), and symbolic, connotative and intertextual meanings. Thus,
the study results in approaches to photography interpretation that include these
elements and that are a combination of particular visual research methods.
However, it also excludes visual semiotics from the final model for interpretation of journalistic photographs due to its complexity and requirement of comprehensive introductory teaching.
Tools for the interpretation of journalistic photographs
Findings of this study present four models and approaches for interpreting
journalistic photographs that are aimed to facilitate training in VL. They were
mainly tested with highly connotative, or even iconic, photographs (except for
the photo-genre typology) to exemplify each model’s implementation in the
most illustrative manner. Both the choice of the method and a set of photographs are crucial to the learning process, in which learners should develop
their VL skills.
The PPSA model, grounded in semiotics and communication, comprises
three sections: denotative, connotative and additional questions. The interpretation process begins with a description of what is seen in the photographs (as the
model was initially dedicated for the interpretation of photo reportage, which is
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a series of photographs), a selection of photographic techniques used and analysis of the caption. The next stage is the connotative part that includes (hermeneutic) interpretation of the photographer’s relation to the presented story and
a description of the viewer’s feelings towards the analysed photographs, and
the Barthian punctum. The most interesting element in the PPSA model is the
idea of looking for and explaining interpretants in the photographs: visual rhetorical figures, symbol and intertextual connections. In the trial test of the model,
this part of students’ interpretations was well developed, while most of the semiotic references appearing in the model were unnecessary. There is also not
any need for separating denotation and connotation as these two often interfuse
in the interpretation process. The last part of the model, i.e., additional questions, can be freely modified by the teacher, according to the aim of interpretation for which the model is applied. Usage of the PPSA model requires some
introductory teaching that can also lead to the conclusion that visual interpretation is a learning process, which is more effective when introduced step-by-step,
through various visual exercises that can, for instance, train learners’ intertextual thinking.
Indeed, the intertextual approach to photography interpretation that is
proposed in this study can serve as a prerequisite for more advanced interpretations. It is based on the question concerning the kinds of connections that a
viewer can make with a particular photograph (or its elements) to other images,
and cultural artefacts. Intertextuality is proposed in this study as a way to think
outside the box, i.e., to look at the photograph as it is, not as it was contextualized for us. This kind of interpretation is a never ending process, the more that
is seen – the more connections can be made.
The following instrument (explained below) for VL education is aimed to
raise learners’ understanding of a kind of images they will work with in the interpretation process. The genre typology of journalistic photographs opens several possibilities for VL exercises. It provides clear descriptions for each photogenre and related types. The descriptions can be used by students in classifying
any set of journalistic photographs, or to discuss differences between particular
images.
The key finding of this study is a model for the interpretation of journalistic photographs that is proposed as both a synthesis of particular visual research methods and as a simplified version of the PPSA model. The main focus
in this model is on photographic content and image-viewer relation (as in the
image interpretation process), i.e., on kinds of meanings viewer attaches to the
photograph. The model is an eight-step collection of questions, compiled in order of interpretation, starting from a basic description of the photographic content, reading and analysing the caption, describing photographic techniques,
viewer’s emotions and feelings related to the photograph, identifying punctum
and intertextual connotations along with visual rhetorical figures, and indicating a message implied in the photograph. Although the model is built on the
denotative-connotative division, this fact is not directly specified, but it is visible in a sequence of questions that leads from basic to more advance interpreta-
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tion. The most important feature of this model is that it can be applied straight
away in visual exercises (except for visual rhetorical figures, a notion which
may require some prior explanation). However, for the purpose of more indepth interpretation, it is suggested that usage of the model is facilitated or introduced with some visual exercises.
The predominantly theoretical character of this study can serve as a great
opening for future research that can focus on assessment of VL skills and its
development. The models proposed here can be further reviewed both through
empirical studies in visual education and by adding elements of some other
visual research methods that this study did not elaborate. Future studies should
also focus on promoting VL education by proposing concrete instruments that
can be used for developing the skills of reading, understanding and using images as well as visual thinking skills.
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Abstract
This article presents and evaluates an interdisciplinary model for
press photograph story analysis. The research comprised two stages:
(i) familiarizing study participants with the interpretation model and
(ii) qualitative content analysis of the participants’ interpretations
of samples of press photograph stories. The result is that the model
could be used in the educational context to develop the skills of
visual literacy among students. Although the study opens new
directions in visual methodologies, the model requires further
development.
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Introduction
7KH SDVW WZR GHFDGHV KDYH H[SHULHQFHG LQFUHDVLQJ LQWHUHVW LQ VWXGLHV
RQ YLVXDO FRPPXQLFDWLRQ $OWKRXJK VFKRODUV LQ VRFLRORJ\ HJ 6]WRPSND
 %RKQVDFN   DQWKURSRORJ\ HJ %DQNV  2OHFKQLFNL 
DQG HWKQRJUDSK\ HJ 3LQN  &KDSOLQ  HPSKDVL]H WKH XVH RI
SKRWRJUDSKV DV DQ DGGLWLRQDO UHVHDUFK PDWHULDO VFDQW DWWHQWLRQ KDV EHHQ
SDLG WR SUHVV SKRWRJUDSK\ LQWHUSUHWDWLRQ 5HFHQW DSSURDFKHV WR DQDO\VLV RI
MRXUQDOLVWLF LPDJHV FRQFHQWUDWH RQ FRQWHQW DQDO\VLV TXDQWLWDWLYH %RFN
,VHUPDQQ
.QLHSHU  DQG UKHWRULFDO :ULJKW   $V SUHVV
SKRWRJUDSK\ SOD\V D FHQWUDO UROH LQ FRPPXQLFDWLQJ QHZV LQ QHZVSDSHUV DQG
PDJD]LQHV UHVHDUFK IRFXVHV RQ KRZ SUHVV SKRWRJUDSKV DIIHFW UHFLSLHQWV
5|VVOHU %RPKRII +DVFKNH .HUVWHQ
0OOHU   UDWKHU WKDQ PRYHV
WRZDUGV WKH G\QDPLFV RI WKH SHUFHSWLRQ DQG LQWHUSUHWDWLRQ RI LPDJHV
+ROVDQRYD   1HYHUWKHOHVV %DUUHWW  HPSKDVL]HV WKH LPSRUWDQFH
RI SKRWRJUDSK\ DQDO\VLV LQ WKDW ³DOO SKRWRJUDSKV ± HYHQ VLPSOH RQHV ±
GHPDQG LQWHUSUHWDWLRQ LQ RUGHU WR EH IXOO\ XQGHUVWRRG DQG DSSUHFLDWHG
7KH\ QHHG WR EH UHFRJQL]HG DV SLFWXUHV DERXW VRPHWKLQJ DQG IRU VRPH
FRPPXQLFDWLYH DQG H[SUHVVLYH SXUSRVH´ S  
,Q DFFRUGDQFH ZLWK WKLV VWDWHPHQW P\ DLP ZDV WR IRUPXODWH D EDVLF
LQWHUGLVFLSOLQDU\ PRGHO IRU 3UHVV 3KRWRJUDSK 6WRU\ $QDO\VLV KHUHDIWHU
336$  ZKLFK FRXOG EH XVHG WR DQDO\]H PRVW SUHVV SKRWRJUDSK VWRULHV DQG
VXEVHTXHQWO\ WR HYDOXDWH WKH PRGHO¶V YDOLGLW\ LQ D WULDO DVVHVVPHQW 6XJJHVWHG
HQG XVHUV RI WKH 336$ PRGHO DUH WHDFKHUV RI SKRWRJUDSK\ FODVVHV ZKR ZRXOG
OLNH WR GHYHORS YLVXDO OLWHUDF\ VNLOOV DPRQJ VWXGHQWV $YJHULQRX DQG (ULFVRQ
 VXJJHVW WKDW ³DV WHDFKHUV ZH VKRXOG FRQFHQWUDWH DQG H[SORLW WKH YLVXDO
VHQVH WKURXJK WKH QXUWXULQJ DQG GHYHORSPHQW RI YLVXDO OLWHUDF\´ S  
$OVR %UXPEHUJHU  SRLQWV RXW WKDW ³WKH IDFW WKDW ZH DUH VXUURXQGHG E\
DQG UHO\ RQ YLVXDO LQIRUPDWLRQ GRHV QRW PHDQ WKDW ZH DXWRPDWLFDOO\ DFTXLUH
YLVXDO OLWHUDF\´ S   7KHUHIRUH WKLV VWXG\ LQWURGXFHV WKH 336$ PRGHO
DQG GHPRQVWUDWHV KRZ WR DSSO\ LW LQ WKH HGXFDWLRQDO FRQWH[W
,Q WKH :RUOG 3UHVV 3KRWR FRPSHWLWLRQ WKH WHUP press photograph
story UHIHUV WR WKH VHTXHQFH RI LPDJHV XVXDOO\ IURP  WR  E\ RQH DXWKRU
RQ RQH WRSLF $V D VXEJHQUH LQ SKRWRMRXUQDOLVP WKH WHUP photo story LV
DSSOLHG E\ .REUp   ZKHUHDV DV WKH picture story ± E\ /HVWHU  
:ROQ\=PRU]\ĔVNL   XVHV WKH WHUP SKRWR UHSRUWDJH DV D V\QRQ\P
IRU D SUHVV SKRWRJUDSK VWRU\ +H GHVFULEHV photo reportage DV DW OHDVW WKUHH
SKRWRJUDSKV RUGHUHG VHTXHQWLDOO\ RI ZKLFK RQH LQGLFDWHV WKH SODFH ZKHUH WKH
HYHQW KDSSHQHG WKH VHFRQG VSHFL¿HV WKH WLPH DQG WKH WKLUG RQH SUHVHQWV WKH
SKRWRJUDSKHU¶V YLVXDO FRPPHQWDU\ WR WKH HYHQW
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3UHVV SKRWRJUDSK\ LV D PHGLXP LQ YLVXDO FRPPXQLFDWLRQ DQG WKHUHIRUH
IUDPHV IRU D PRGHO RI DQDO\VLV VKRXOG EH EDVHG RQ D FRPPXQLFDWLRQ PRGHO
-DNREVRQ¶V  PRGHO LV OLQHDU DQG TXLWH EDVLF EXW VWLOO VXI¿FLHQW IRU WKH
SXUSRVH RI WKLV VWXG\ DQG FRQVLVWV RI VL[ HOHPHQWV VHQGHU PHVVDJH FRGH
FRQWH[W FRQWDFW DQG UHFHLYHU ,Q WKH FRQWH[W RI SUHVV SKRWRJUDSK\ ± D
SKRWRJUDSKHU LV WKH VHQGHU WKH PHVVDJH LV DQ LPDJH DQG WKH UHFHLYHU LV D
SHUVRQ ZKR YLHZV RU LQWHUSUHWV SLFWXUH -DNREVRQ¶V PRGHO LQFOXGHV DOO WKH
QHFHVVDU\ HOHPHQWV RI FRPPXQLFDWLRQ WR EH DSSOLHG WR WKH 336$ PRGHO
+RZHYHU DV 0F4XDLO  DUJXHV contact EHWZHHQ VHQGHU DQG UHFHLYHU
GRHV QRW KDYH WR RFFXU DW WKH VDPH WLPH ³XQOLNH WKH FDVH RI IDFHWRIDFH
FRQWDFW PHGLDWHG DQG HVSHFLDOO\ PDVVPHGLDWHG FRPPXQLFDWLRQ DOZD\V
LQYROYHV D VSDWLDO DQG VRFLDO GLVWDQFH EHWZHHQ WKH SDUWLFLSDQWV´ S  
6LPLODUO\ WKH SURFHVV RI UHDGLQJ LPDJHV PD\ WDNH SODFH ORQJ DIWHU D SDUWLFXODU
SLFWXUH ZDV SXEOLVKHG 7KHUHIRUH P\ 336$ PRGHO GRHV QRW LQFOXGH FRQWDFW
$OWKRXJK context KDV D EURDG YDULHW\ RI PHDQLQJV WKLV DUWLFOH XVHV
MXVW RQH SDUWLFXODU FRPSUHKHQVLRQ ± WKH SDJH FRQWH[W LH WKH UHODWLRQ
EHWZHHQ D SKRWRJUDSK DQG WKH WH[W 0DUVK :KLWH  :HVWPDQ /DLQH
+HUQDQGH]   7KH SDJH FRQWH[W LV WKH ZD\ LQ ZKLFK WKH SKRWRJUDSK LV
SUHVHQWHG WR WKH YLHZHU HLWKHU DORQH RU ZLWKLQ WKH WH[W WLWOHKHDGOLQH FDSWLRQ
DUWLFOHV DQG RWKHU LPDJHV =HOL]HU   )RU WKH SXUSRVH RI WKH 336$ PRGHO
WKH SDJH FRQWH[W LV OLPLWHG WR WKH DQDO\VLV RI WKH FDSWLRQ DV D FHQWUDO HOHPHQW
RI WKH SDJH FRQWH[W LQ SKRWRJUDSK\ UHFHSWLRQ VHH IRU LQVWDQFH VWXGLHV E\
0OOHU .DSSDV 2ON  
%DUWKHV  FODLPV WKDW WKH SKRWRJUDSKLF LPDJH ³LV D PHVVDJH ZLWKRXW
D FRGH´ S  DQG DVVRFLDWHV WKLV LGHD ZLWK WKH VWDWHPHQW WKDW ³LPDJH LV QRW
WKH UHDOLW\ EXW DW OHDVW LW LV LWV SHUIHFW analogon´ S   7KLV PHDQV WKDW WKH
SURFHVV RI GHQRWDWLRQ LV VXI¿FLHQW WR SHUFHLYH SKRWRJUDSKV EHFDXVH ³LPDJHV
DUH WKRXJKW WR SURYLGH GHSLFWLRQV RI WKH ZRUOG DV µLW LV¶ RIIHULQJ D FRQFUHWH
DQG JURXQGHG GHSLFWLRQ RI WKH HYHQWV XQGHUO\LQJ WKH QHZV´ =HOL]HU 
S   +RZHYHU WKH SURFHVV RI FRQQRWDWLRQ ZKLFK PDNHV D XVH RI FRGH
LV LQGLVSHQVDEOH WR LQWHUSUHW SUHVV SKRWRJUDSKV %DUWKHV  FDOOV WKLV
GLYLVLRQ D photographic paradox ± ³WKH FRH[LVWHQFH RI WZR PHVVDJHV WKH
RQH ZLWKRXW D FRGH WKH SKRWRJUDSKLF DQDORJXH  WKH RWKHU ZLWK D FRGH WKH
µDUW¶ RU WKH WUHDWPHQW RU WKH µZULWLQJ¶ RU WKH UKHWRULF RI WKH SKRWRJUDSK ´ S
  7KH FRGH FRXOG EH GH¿QHG DV ³D VHW RI FRQYHQWLRQDOLVHG ZD\V RI PDNLQJ
PHDQLQJ´ 5RVH  S   7KH SKRWRJUDSKLF FRGH WKHUHIRUH SURYLGHV
WKH UHFHLYHU ZLWK LQWHUWH[WXDO FRQQRWDWLRQV DV %DUUHWW  SRLQWV RXW LQ WKH
GH¿QLWLRQ RI LQWHUSUHWDWLRQ ³WR LQWHUSUHW LV WR PDNH PHDQLQJIXO FRQQHFWLRQV
EHWZHHQ ZKDW ZH VHH DQG H[SHULHQFH LQ D SKRWRJUDSK DQG ZKDW HOVH ZH KDYH
VHHQ DQG H[SHULHQFHG´ S  
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,QWHUSUHWDWLRQ RI SKRWRJUDSK\ LV LPPHUVHG LQ FXOWXUH WKHUHIRUH IDFWRUV
VXFK DV DJH VH[ FXOWXUDO FRPSHWHQFH IDPLOLDO DQG VRFLDO EDFNJURXQG DQG
OHYHO RI HGXFDWLRQ SOD\ LPSRUWDQW UROHV 7KHVH IDFWRUV PDLQO\ FRQFHUQ WKH
UHFHLYHU DV 'XUUHU  SRLQWV RXW ³WR UHDG SKRWRJUDSKV LV SHUVRQDO DQG
LQHYLWDEO\ VR 6XFK UHDGLQJ GHSHQGV RQ RQH¶V XSEULQJLQJ FXOWXUH LQWHUHVWV
SUHIHUHQFHV DV ZHOO DV GLVOLNHV´ SDUD   :KLOH DVVHUWLQJ WKH LQGLYLGXDOLVWLF
DVSHFW RI HDFK SKRWRJUDSK¶V LQWHUSUHWDWLRQ 'XUUHU GRHV QRW LQGLFDWH WKH QHHG
IRU D PHWKRG RI DQDO\VLV
$ SKRWRJUDSK LV QRW RQO\ D PHVVDJH EXW DOVR D VROLWDU\ VLJQ DQG D
FROOHFWLRQ RI VLJQV REMHFWV ZLWKLQ WKH IUDPH RI WKH LPDJH  3HLUFH¶V 6LJQ
7KHRU\ LV VXI¿FLHQWO\ DSW IRU SUHVV SKRWRJUDSK VWRU\ DQDO\VLV 3HLUFH DV
GLVFXVVHG LQ 0UR]RZVNL  SS  GLYLGHV D VLJQ sign relation
LQWR WKUHH FRQQHFWHG SDUWV D VLJQ DQ REMHFW DQG DQ LQWHUSUHWDQW $ VLJQ LV
HLWKHU D VLQJOH HOHPHQW RU D PDVV PHGLXP LQ FRPPXQLFDWLRQ ZKLFK LQ WKH
FDVH RI D SKRWRJUDSK VWRU\ LQIHUV WKDW D VLJQ LV HLWKHU D VLQJOH LPDJH RU DQ
HQWLUH SKRWR VWRU\ WKDW UHSUHVHQWV RU PHDQV VRPHWKLQJ 7KH REMHFW H[LVWV HLWKHU
LQ UHDOLW\ LQ WKH LPDJH RU MXVW LQ WKH YLHZHU¶V LPDJLQDWLRQ 7KH LQWHUSUHWDQW
JLYHV D PHDQLQJ IRU ERWK WKH VLJQ DQG WKH REMHFW $FFRUGLQJ WR 3LHUFH¶V 6LJQ
7KHRU\ HDFK VLJQ WR EHFRPH the VLJQ QHHGV DQ LQWHUSUHWDQW LH DQRWKHU VLJQ

The Press Photograph Story Analysis Model
7KH 336$ PRGHO VHH )LJXUH  LV FRPSULVHG RI WKUHH VHFWLRQV
L 'HQRWDWLYH LL &RQQRWDWLYH DQG LLL $GGLWLRQDO TXHVWLRQV 7KH SURFHVV
RI DQDO\VLV EHJLQV ZLWK GHQRWDWLYH DQDO\VLV RI WKH NH\ IHDWXUHV RI WKH SUHVV
SKRWRJUDSK VWRU\ $  ZKLFK OHDGV WR DQDO\VLV RI WKH FDSWLRQ $ DQG ¿QDOO\
WKH VRFLRORJLFDO DQDO\VLV RI WKH FRQWHQW RI LPDJHV $ 
7KH FRQQRWDWLYH DQDO\VLV LV PRUH FRPSOH[ WKDQ WKH GHQRWDWLYH DQDO\VLV
DV YLHZHUV RI LPDJHV QHHG LQWHUGLVFLSOLQDU\ NQRZOHGJH RI FXOWXUHV DUW DQG
FRQWHPSRUDU\ VRFLHWLHV WR HQDEOH WKHP WR GHFRGH WKH VLJQV LQ WKH LPDJH ,Q
RUGHU WR DQDO\]H WKH VHQGHU¶V UHODWLRQVKLS WR WKH VWRU\ IUDPHG LQ WKH SKRWRJUDSKV
¿UVWKDQG LQIRUPDWLRQ IURP WKH VHQGHU LV RI JUHDW YDOXH EXW LV UDUHO\
DYDLODEOH $ SRVVLEOH DQG YLDEOH VROXWLRQ LV KHUPHQHXWLF LQWHUSUHWDWLRQ
ZKLFK HPSKDVL]HV WKH VHQGHU DQG WKHLU LQWHQWLRQV %  2QH RI WKH WRROV RI
KHUPHQHXWLF LQWHUSUHWDWLRQ LV HPSDWK\ ZKLFK WKH 3ROLVK VRFLRORJLVW 3LRWU
6]WRPSND  GHVFULEHV DV
(PSDWKL]H ZLWK SKRWRJUDSKHU¶V VLWXDWLRQ VRFLDO SRVLWLRQ DQG
SHUVSHFWLYH IURP ZKLFK KH LV WDNLQJ SKRWRJUDSKV8QDYRLGDEOH
SUREOHP ZKLFK ZH PHHW DW WKLV SRLQW LV IDFW WKDW HDFK RI XV LV D
VXEMHFWLYH HQWLW\ ZLWK RZQ LQWHQVLRQV PRWLYDWLRQV NQRZOHGJH
VXSHUVWLWLRQV VWHUHRW\SHV UHVHQWPHQWV ELRJUDSKLFDO H[SHULHQFHV
7RWDOO\ OLEHUDWH IURP WKHP LV LPSRVVLEOH SS 
Journal of Visual Literacy, Volume 32, Number 1

A

SENDER
(A1)
Photographer’s
selection of
characters, scenery,
black & white/color
technique, framing,
lighting.

MESSAGE & CONTENT/CODE

(A2)
What kind of information do you
receive from the caption? What
does it tell you about the topic of
this press photo story?
ANALOGON
(photo/s)

OBJECT

context

caption

RECEIVER
(A3)
Sociological analysis.
Description of characters:
appearance, sex, age,
behavior, activities, political
sympathy,
nationality/ethnicity.

influence

(B1)
(B2)
Find and describe the interpretant/s in the
Sender’s relation to
presented story and
photograph/s: visual rhetorical figures,
characters (this information
symbols, intertextual connotations to art,
contemporary culture, etc.
is obtained from the
photographer or being a
connotation
connotation
SIGN
result of hermeneutic
OBJECT
INTERPRETANT
(photo/s)
interpretation).

(B3)
What kind of emotions and
feelings are combined with an
analyzed photo story; think
about single photographs and
the whole photo story.
Press photo story’s punctum.

(C)
What theme or information does the press photograph story communicate? What can you learn about the world
from these photographs?
What would be the topic of your research if you intend to use this press photo story as an illustration or source?

Figure 1. 3UHVV 3KRWRJUDSK 6WRU\ $QDO\VLV
(PSDWK\ UHOLHV RQ VHQVLWLYLW\ ZKLFK EHFRPHV VXI¿FLHQWO\ VWUHVVHG LI D
JUHDW PDQ\ HPRWLRQDOO\ VHQVLWLYH LPDJHV DUH DQDO\]HG WR WKH SRLQW RI PDNLQJ
WKH DQDO\VW LQVHQVLWLYH DV 6RQWDJ  H[SODLQV
7R VXIIHU LV RQH WKLQJ DQRWKHU WKLQJ LV OLYLQJ ZLWK WKH SKRWRJUDSKHG
LPDJHV RI VXIIHULQJ ZKLFK GRHV QRW QHFHVVDULO\ VWUHQJWKHQ FRQVFLHQFH
DQG WKH DELOLW\ WR EH FRPSDVVLRQDWH « 2QFH RQH KDV VHHQ VXFK
LPDJHV RQH KDV VWDUWHG GRZQ WKH URDG RI VHHLQJ PRUH ± DQG
PRUH ,PDJHV WUDQV¿[ ,PDJHV DQHVWKHWL]H S 
&RQVHTXHQWO\ LW PLJKW EH GLI¿FXOW IRU 336$ UHVHDUFKHUV WR GHVFULEH WKH
HPRWLRQV DQG IHHOLQJV LQKHUHQW WR SDUWLFXODU LPDJHV DV ZHOO DV WR WKH ZKROH
SKRWR VWRU\ % 
$ SKRWRJUDSK VWRU\ LQ WKH GHQRWDWLYH SDUW RI WKH PRGHO LV DQ DQDORJRQ
$  EXW LQ WKH FRQQRWDWLYH SDUW LV D VLJQ WKDW UHTXLUHV DQ LQWHUSUHWDQW % 
VXFK DV D YLVXDO UKHWRULFDO ¿JXUH V\PERO RU LQWHUWH[WXDO FRQQRWDWLRQV WR
DUW RU FRQWHPSRUDU\ FXOWXUH %XUJLQ  DUJXHV WKDW ³WKH µSKRWRJUDSKLF
WH[W¶ OLNH DQ\ RWKHU LV WKH VLWH RI D FRPSOH[ µLQWHUWH[WXDOLW\¶ DQ RYHUODSSLQJ
VHULHV RI SUHYLRXV WH[WV´ S   7KH WHUP visual rhetorical ¿JXUH LV DQ
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DQDORJ\ IRU ¿JXUHV RI VSHHFK LQ SRHWU\ VXFK DV YLVXDO PHWDSKRU K\SHUEROH
VLPLOH DQDSKRUD R[\PRURQ PHWRQ\P\ DQG SHUVRQL¿FDWLRQ /LQGHNHQV
DV FLWHG LQ 1|WK  UHIHUV WR WKLV SKRWRJUDSKLF DQDORJ\ DV ³DQ LFRQLF
FRGH ZKRVH VHPLRWLF VWUXFWXUH HYHQ MXVWL¿HV LWV EHLQJ GH¿QHG DV D ODQJXDJH´
S   (FR  FODVVL¿HG W\SHV RI FRGHV RI DQ LPDJH DPRQJ ZKLFK KH
GLVFHUQHG UKHWRULFDO FRGHV ZKLFK FDQ EH GLYLGHG LQWR YLVXDO UKHWRULFDO
¿JXUHV YLVXDO UKHWRULFDO SUHPLVHV DQG YLVXDO UKHWRULFDO DUJXPHQWV ,QWHUSUHWDWLRQ
RI WKH FRGH RI SKRWRJUDSK\ % LV KLJKO\ LQGLYLGXDOL]HG DQG GHSHQGV RQ
WKH YLHZHU¶V UHFHLYHU FXOWXUH EDFNJURXQG NQRZOHGJH DQG VHQVLWLYLW\ .UHVV
DQG /HHXYHQ  VWUHVV WKLV UHODWLRQVKLS LQ FRPSDULVRQ WR ODQJXDJH ³/LNH
OLQJXLVWLF VWUXFWXUHV YLVXDO VWUXFWXUHV SRLQW WR SDUWLFXODU LQWHUSUHWDWLRQV RI
H[SHULHQFH DQG IRUPV RI VRFLDO LQWHUDFWLRQ « 0HDQLQJV EHORQJ WR FXOWXUH «
DQG WKH ZD\ PHDQLQJV DUH PDSSHG DFURVV GLIIHUHQW VHPLRWLF PRGHV « LV DOVR
FXOWXUDOO\ DQG KLVWRULFDOO\ VSHFL¿F´ S   3KRWRJUDSKV EHVLGHV FRQWDLQLQJ
LQIRUPDWLRQ DOVR KDYH V\PEROLFDO PHDQLQJV =HOL]HU   $V 6]DUNRZVNL
 SRLQWV RXW ³LI SKRWRJUDSKV FRXOG QRW EH UHDG DV VWRULHV WKH\ FRXOG
EH UHDG DV V\PEROV´ S   7KHUHIRUH V\PEROV DPRQJ RWKHU LQWHUWH[WXDO
FRQQRWDWLRQV DUH LQGHHG LPSRUWDQW LQ WKH SURFHVV RI SUHVV SKRWRJUDSK\
DQDO\VLV DV WKH\ KHOS WKH YLHZHU WR perceive more LQ WKH SLFWXUH
7KH ¿QDO VWDJH RI WKH 6HQGHU5HFHLYHU VHFWLRQ RI WKH PRGHO LQYROYHV
WKH YLHZHU¶V FKRLFH RI SXQFWXP ZKLFK %DUWKHV  GH¿QHV LQ WKH
FRQWH[W RI D SKRWRJUDSK DV
WKDW DFFLGHQW ZKLFK SULFNV PH EXW DOVR EUXLVHV PH LV SRLJQDQW
WR PH «,Q WKLV KDELWXDOO\ XQDU\ VSDFH « D ³GHWDLO´ DWWUDFWV PH
, IHHO WKDW LWV PHUH SUHVHQFH FKDQJHV P\ UHDGLQJ WKDW , DP
ORRNLQJ DW D QHZ SKRWRJUDSK PDUNHG LQ P\ H\HV ZLWK D KLJKHU
YDOXH 7KLV ³GHWDLO´ LV WKH SXQFWXP S  
3XQFWXP LV KLJKO\ SHUVRQDO ,Q WKH FRQWH[W RI D SUHVV SKRWRJUDSK VWRU\
SXQFWXP PLJKW EH RQH VLJQL¿FDQW SKRWRJUDSK RI WKH ZKROH SKRWR VWRU\ RU DQ
HOHPHQW LQ D SDUWLFXODU SKRWRJUDSK 7KH QH[W VWHS IRU WKH YLHZHU FRQGXFWLQJ
336$ LV WR H[SODLQ ZK\ WKLV SKRWRJUDSK RU DQ HOHPHQW LQ D SDUWLFXODU
SKRWRJUDSK LV D SXQFWXP
7KH ODVW SDUW RI WKH PRGHO ± & additional questions ± ZDV VSHFL¿FDOO\
GHYHORSHG IRU WKH PRGHO¶V WULDO WHVW WR HQDEOH WKH SDUWLFLSDQWV WR UHÀHFW RQ
ZKDW WKH\ KDYH OHDUQW GXULQJ WKH DQDO\VLV 7KH additional questions FRXOG
DOVR KHOS WR SURYLGH VXPPDU\ IRU WKH DQDO\VLV RU EH IRUPXODWHG DFFRUGLQJ WR
WKH VSHFL¿F UHVHDUFK WRSLF VXFK DV VRFLDO H[FOXVLRQ DQG JHQGHU XQGHUVWDQGLQJ
DQG UHSUHVHQWDWLRQ LQ SUHVV SKRWRJUDSK\
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Methodology
,Q WKH VSULQJ WHUP RI  , GHOLYHUHG DQ (QJOLVKODQJXDJH FRXUVH
FDOOHG ³3UHVV 3KRWRJUDSK\ DV D 0HGLXP IRU ,QWHUFXOWXUDO &RPPXQLFDWLRQ´
DW WKH 'HSDUWPHQW RI &RPPXQLFDWLRQ 8QLYHUVLW\ RI -\YlVN\Ol 7KH VWXGHQWV
Q  ZKR SDUWLFLSDWHG LQ WKH YDOLGLW\ WHVW RI WKH 336$ PRGHO FDPH IURP
)LQODQG   $XVWULD   %HOJLXP   +XQJDU\   WKH 1HWKHUODQGV  DQG
-DSDQ   7KH JHQGHU UDWLR RI WKH JURXS ZDV )0 DQG WKHLU DJHV UDQJHG
IURP  WR  \HDUV DQG WKHLU ¿HOGV RI VWXG\ ZHUH VSHHFK FRPPXQLFDWLRQ
  RUJDQL]DWLRQDO FRPPXQLFDWLRQ   LQWHUFXOWXUDO FRPPXQLFDWLRQ  DQG
MRXUQDOLVP   $ VPDOO VDPSOH ZDV FKRVHQ EHFDXVH RI WKH DLP RI WKLV VWXG\
LH WR LOOXVWUDWH WKH XVDJH RI WKH 336$ PRGHO LQ WKH HGXFDWLRQDO FRQWH[W
UDWKHU WKDQ WR SURYLGH DQ LQFOXVLYH HYDOXDWLRQ RI LW 1HYHUWKHOHVV WKH VDPSOH
RIIHUV D VDWLVIDFWRU\ YDULDWLRQ LQ WKH SDUWLFLSDQWV¶ FXOWXUDO DQG HGXFDWLRQDO
EDFNJURXQGV DJH DQG JHQGHU UDWLR 7KLV YDULDWLRQ ZDV LPSRUWDQW GXH WR WKH
VSHFL¿FLW\ RI WKH 336$ PRGHO GHVFULEHG LQ WKH SUHYLRXV VHFWLRQ
, SURYLGHG WKH VWXGHQWV ZLWK D FRS\ RI WKH 336$ PRGHO )LJXUH  DQG
FRSLHV RI WKUHH µFDWHJRU\ DZDUG ZLQQLQJ¶ SKRWR VWRULHV DW UHFHQW :RUOG
3UHVV 3KRWR FRQWHVWV 3KRWR 6WRU\  3KRWRJUDSKHU =L]ROD )  &RQWHVW
FDWHJRU\ 3HRSOH LQ WKH 1HZV VHH )LJXUHV   3KRWR 6WRU\ 
3KRWRJUDSKHU /LQGTYLVW /  &RQWHVW FDWHJRU\ *HQHUDO 1HZV VHH
)LJXUHV   3KRWR 6WRU\  3KRWRJUDSKHU +HUUPDQQ 0  &RQWHVW
FDWHJRU\ *HQHUDO 1HZV VHH )LJXUHV  

Figure 2.1. 3KRWR 6WRU\ 
7KH YLOODJH RI ,VWPLQD RQ WKH 6DQ -XDQ 5LYHU LV KRPH WR PDQ\ GLVSODFHG DQG
LQGLJHQRXV SHRSOHV 9LROHQFH KDV EHFRPH HQGHPLF LQ &RORPELD D FRXQWU\ ORQJ
UDYDJHG E\ FRQÀLFW EHWZHHQ QDWLRQDO VHFXULW\ IRUFHV RXWODZHG DUPHG JURXSV DQG
GUXJ FDUWHOV :RPHQ DUH SDUWLFXODUO\ DIIHFWHG DV YLFWLPV RI VH[XDO DVVDXOW 0DUJLQDO
JURXSV DQG DLG ZRUNHUV VXVSHFWHG RI KHOSLQJ JXHULOODV KDYH DOVR EHHQ WDUJHWHG
&RS\ULJKW  E\ )UDQFHVFR =L]ROD1225 5HSULQWHG ZLWK SHUPLVVLRQ
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Figure 2.2. 3KRWR 6WRU\ 
$ \HDUROG JLUO UDSHG E\ D QHLJKERU ZDLWV LQ D KRVSLWDO IRU DQ DSSRLQWPHQW
EHIRUH KDYLQJ DQ DERUWLRQ 9LROHQFH KDV EHFRPH HQGHPLF LQ &RORPELD D FRXQWU\
ORQJ UDYDJHG E\ FRQÀLFW EHWZHHQ QDWLRQDO VHFXULW\ IRUFHV RXWODZHG DUPHG JURXSV
DQG GUXJ FDUWHOV :RPHQ DUH SDUWLFXODUO\ DIIHFWHG DV YLFWLPV RI VH[XDO DVVDXOW
0DUJLQDO JURXSV DQG DLG ZRUNHUV VXVSHFWHG RI KHOSLQJ JXHULOODV KDYH DOVR EHHQ
WDUJHWHG &RS\ULJKW  E\ )UDQFHVFR =L]ROD1225 5HSULQWHG ZLWK SHUPLVVLRQ

Figure 2.3. 3KRWR 6WRU\ 
$Q HLJKW\HDUROG JLUO XQGHUJRHV FRXQVHOLQJ DW D 0pGHFLQV 6DQV )URQWLqUHV FDUH FHQWHU
DIWHU EHLQJ UDSHG E\ KHU PRWKHU¶V SDUWQHU 9LROHQFH KDV EHFRPH HQGHPLF LQ &RORPELD
D FRXQWU\ ORQJ UDYDJHG E\ FRQÀLFW EHWZHHQ QDWLRQDO VHFXULW\ IRUFHV RXWODZHG DUPHG
JURXSV DQG GUXJ FDUWHOV :RPHQ DUH SDUWLFXODUO\ DIIHFWHG DV YLFWLPV RI VH[XDO DVVDXOW
0DUJLQDO JURXSV DQG DLG ZRUNHUV VXVSHFWHG RI KHOSLQJ JXHULOODV KDYH DOVR EHHQ
WDUJHWHG &RS\ULJKW  E\ )UDQFHVFR =L]ROD1225 5HSULQWHG ZLWK SHUPLVVLRQ


'XH WR WKH OLPLWHG DPRXQW RI VSDFH ZLWKLQ WKLV DUWLFOH , FRXOG RQO\ SURYLGH VDPSOHV
RI SKRWRJUDSKV RI HDFK SUHVV SKRWRJUDSK VWRU\ GLVFXVVHG KHUH )RU XQDEULGJHG YHUVLRQV
VHH WKH :RUOG 3UHVV 3KRWR $UFKLYH QG  $OO FDSWLRQV DUH TXRWHG IURP WKH :RUOG
3UHVV 3KRWR $UFKLYH QG 
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Figure 2.4. 3KRWR 6WRU\ 
9LROHQFH KDV EHFRPH HQGHPLF LQ &RORPELD D FRXQWU\ ORQJ UDYDJHG E\
FRQÀLFW EHWZHHQ QDWLRQDO VHFXULW\ IRUFHV RXWODZHG DUPHG JURXSV DQG GUXJ
FDUWHOV :RPHQ DUH SDUWLFXODUO\ DIIHFWHG DV YLFWLPV RI VH[XDO DVVDXOW 0DUJLQDO
JURXSV DQG DLG ZRUNHUV VXVSHFWHG RI KHOSLQJ JXHULOODV KDYH DOVR EHHQ WDUJHWHG
&RS\ULJKW  E\ )UDQFHVFR =L]ROD1225 5HSULQWHG ZLWK SHUPLVVLRQ

, DVNHG WKH VWXGHQWV WR FKRRVH RQH RI WKH SKRWR VWRULHV DQG WR ZULWH D
 SDJH DQDO\VLV EDVHG RQ WKH 336$ PRGHO 'XULQJ WKH FRXUVH , H[SODLQHG
DOO WKH WHUPV XVHG LQ WKH 336$ PRGHO HVSHFLDOO\ WKH YLVXDO UKHWRULFDO
¿JXUH V\PERO DQG SXQFWXP ZKLFK DUH LPSRUWDQW IRU WKH GHHSHU FRQQRWDWLYH
DQDO\VLV 7KH SULPDU\ DLP RI WKLV DVVLJQPHQW ZDV WR FKDOOHQJH WKH VWXGHQWV¶
YLVXDO VHQVLWLYLWLHV DQG VR , VHOHFWHG WKH SKRWR VWRULHV WR SURYLGH D YDULHW\ RI
YLVXDO SRHWLFV DQG SUREOHPV
, UHFHLYHG IRXU HVVD\V RQ HDFK SKRWRJUDSK VWRU\ ZKLFK , DQDO\]HG E\
TXDOLWDWLYH FRQWHQW DQDO\VLV 5\DQ
%HUQDUG  WR HYDOXDWH VWXGHQWV¶
YLVXDO OLWHUDF\ VNLOOV DQG WR REVHUYH KRZ WKH\ GHPRQVWUDWH YLVXDO VHQVLWLYLW\
WKURXJK WKH XVDJH RI LQWHUWH[WXDO FRQQRWDWLRQV 'DWD ZDV FRGLQJ
3DWWRQ  DFFRUGLQJ WR WKH SDUWV RI WKH 336$ PRGHO VHH
)LJXUH   DQG WR SURYLGH DQVZHUV RQ WKH IROORZLQJ TXHVWLRQV L 'LG WKH
VWXGHQWV IROORZ WKH PRGHO LQ WKH LQWHUSUHWDWLRQ" :KLFK HOHPHQWV DQG ZKLFK
QRW" LL :KLFK SDUWV RI WKH PRGHO VKRXOG EH LPSURYHG IRU WKH IXUWKHU
GHYHORSPHQW RI WKH PRGHO" DQG LLL FRXOG WKH 336$ PRGHO EH XVHG
WR WHDFK WKH VNLOOV RI YLVXDO OLWHUDF\ DQG WR GHYHORS YLVXDO VHQVLWLYLW\"
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Evaluation of the Model: Analysis of the Students’ Essays
, GLYLGHG GDWD LQWR WKHPDWLF VHFWLRQV UHODWLQJ WR WKH 336$ PRGHO $
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GHQRWDWLRQVHQGHU $ GHQRWDWLRQPHVVDJH DQG FRQWH[W $ GHQRWDWLRQ
UHFHLYHU % FRQQRWDWLRQVHQGHU % FRQQRWDWLRQPHVVDJH DQG FRGH %
FRQQRWDWLRQUHFHLYHU DQG & DGGLWLRQDO TXHVWLRQV
Denotation–sender. 7KH SDUWLFLSDQWV¶ XQGHUVWDQGLQJ RI VHFWLRQ $ ZDV
ZHOO GHYHORSHG DOWKRXJK WKHUH ZDV D WHQGHQF\ GLVFXVVHG IRU LQVWDQFH E\
6HNXOD  WR LQFOXGH FRQQRWDWLYH DQDO\VLV LQ WKH GHQRWDWLYH GHVFULSWLRQ
RI WKH VHQGHU¶V LQÀXHQFH RQ WKH SKRWRJUDSK 'HVSLWH WKH 336$ PRGHO UHTXHVWLQJ
RQO\ WKH XVH RI HLWKHU EODFNDQGZKLWH RU FRORU LH GHOLEHUDWHO\ RPLWWLQJ D
GHVFULSWLRQ RI DQ\ FRORUV  WKH SDUWLFLSDQWV QRW RQO\ GHVFULEHG EXW DOVR
DQDO\]HG FRORU XVDJH ³WKH VNLQ FRORU LV LQ D IHZ SLFWXUHV LQ FRQWUDVW ZLWK
WKH EULJKW FRORUV LQ RWKHU SLFWXUHV \RX DOPRVW FDQQRW VHSDUDWH WKH VNLQ
FRORU IURP WKH GDUN EDFNJURXQG´ IHPDOH  1HWKHUODQGV  ³VRPH NLQG RI
GHVSHUDWHQHVV LV H[SUHVVHG E\ WKH XVH RI FRORUV´ PDOH  %HOJLXP  ³WKH
LPSUHVVLRQ RI SKRWR VWRU\ LV TXLWH GDUN DQG FORXG\ ZLWK MXVW IHZ FRORUV´
PDOH  )LQODQG 
3DUDOOHO WR GHVFULSWLRQV RI FRORU XVDJH ZHUH DQDO\VHV RI OLJKW XVDJH
EXW LQWHUHVWLQJO\ OHVV IUHTXHQWO\ IRU HLWKHU RI WKH FRORU SKRWRJUDSKV VXFK DV
UHIHUULQJ WR  ³XVHG GDUN FRORUV WKH OLJKW IRFXVHG RQO\ RQ WKH PDLQ
FKDUDFWHUV´ IHPDOH  +XQJDU\  %\ FRQWUDVW OLJKW XVDJH LQ WKH EODFN
DQGZKLWH RI  DWWUDFWHG D ORW RI FRPPHQWV ³XVHV RQO\ SUHYDLOLQJ OLJKW
W\SLFDO EULJKW DQG KDUVK 0HGLWHUUDQHDQ VXQOLJKW ZKLFK FUHDWHV VWHHS FRQWUDVW
DQG KD]\ YLHZV RI WKH EDFNJURXQG´ PDOH  )LQODQG  ³WKH XVH RI OLJKW LV
PDJQL¿FHQW DQG LW FDSWXUHV WKH IHHOLQJ RI ROG SDVW OLIH DQG WKH LGHD RI WKH QHZ
XSFRPLQJ HUD ZKLFK VHHPV WR EH IDU DZD\´ IHPDOH  )LQODQG  ³WKH XVDJH
RI OLJKW LV YHU\ VSHFLDO ZLWK WKH GDUN HGJHV´ IHPDOH  )LQODQG 
3DUWLFLSDQWV FRPSUHKHQVLRQ RI WKH W\SHV RI IUDPLQJ ZDV QRW ZHOO
GHYHORSHG DV WKH SDXFLW\ RI WKHLU GHVFULSWLRQV FRQFHQWUDWLQJ RQ WKH FRQWUDVW
RI GLVWDQFH DQG FORVHXS DQG D FHQWUDO SRLQW RI IRFXV LQGLFDWHG ³WKHUH DUH
GLIIHUHQW YLHZV ± WKHUH DUH FORVHXSV DQG WKHUH DUH ORQJ VKRWV´ PDOH 
$XVWULD  ³PRVW RI WKH WLPH WKHUH DUH SHRSOH LQ WKH PLGGOH RI WKH SLFWXUH
RWKHU WLPHV WKHUH DUH WKLQJV WKDW EHORQJ WR WKH SHRSOH LQ WKH PLGGOH´ PDOH
 1HWKHUODQGV 
'HVSLWH FRQWHQW DQDO\VLV RI WKLV WKHPDWLF VHFWLRQ LQGLFDWLQJ D WHQGHQF\
WR LQWHJUDWH GHQRWDWLYH ZLWK FRQQRWDWLYH DQDO\VLV WKH 336$ PRGHO GLG DW
WKLV VWDJH VHHP WR EH XVHIXO IRU LQWHUSUHWDWLRQ HQDEOH VWXGHQWV WR GHYHORS
WKHLU YLVXDO OLWHUDF\ VNLOOV WKURXJKRXW WKH EDVLF REVHUYDWLRQ RI FRORUV OLJKW
DQG IUDPLQJ
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Denotation–message and context. µ&RQWH[W¶ $ LQ WKH 336$
PRGHO ZDV FRQ¿QHG WR WKH LQWHUSUHWDWLRQ RI WKH FDSWLRQ¶V UHODWLRQVKLS
WR WKH SKRWR VWRU\ WKHPH 7KH UHVXOWV LQGLFDWHG D KLJK GHJUHH RI FRQIXVLRQ
U PLVXQGHUVWDQGLQJ DERXW WKH GH¿QLWLRQ RI WKH WHUP IRU H[DPSOH ³VRPH
SLFWXUHV FDSWLRQ LV FORVH XS DQG SHUVRQDO DQG VRPH RI WKHP IHHO OLNH WKH\
DUH DOPRVW WKHDWULFDO VHWWLQJ DQG SHRSOH LQ WKH SLFWXUHV VHHP WR WHOO D
VWRU\´ IHPDOH  )LQODQG  7KHUH ZDV DOVR WKH HOHPHQW RI FRQIXVLQJ
WKH FDSWLRQ ZLWK WKH FRQWHVW FDWHJRU\ ± ³WKH FDSWLRQ RI WKH SKRWR VWRU\
LV 3HRSOH LQ WKH 1HZV LW FDQ PHDQ DQ\WKLQJ EHFDXVH HYHU\ GD\ WKHUH
DUH SHRSOH LQ WKH QHZV VR LQ WKLV ZD\ WKH FDSWLRQ LV NLQG RI P\VWHULRXV´
IHPDOH  1HWKHUODQGV 
,QWHUHVWLQJO\ VHYHUDO LQWHUSUHWDWLRQV VXJJHVWHG WKDW DQDO\VLV RI WKH
FDSWLRQ ZDV HLWKHU XVHOHVV RU XQKHOSIXO IRU H[DPSOH ³DFFRUGLQJ WR WKH
FDSWLRQ WKH WRSLF RI WKH SUHVV SKRWR VWRU\ LV YLROHQFH DQG HVSHFLDOO\ VH[XDO
FULPHV EHIRUH , UHDG WKH FDSWLRQ , LPPHGLDWHO\ KDG VRPHWKLQJ OLNH WKLV LQ P\
PLQG´ IHPDOH  )LQODQG  ³WKH FDSWLRQV LQIRUPV XV WKDW WKH ,VUDHOL DWWDFN
RQ WKH +DPDV PLOLWDQWV « HVSHFLDOO\ KLW WKH QRUPDO SHRSOH « WKH FDSWLRQV
DOVR WHOO ZKDW H[DFWO\ KDSSHQ EXW VRPHWLPHV WKLV LV QRW WKDW XVHIXO EHFDXVH
\RX FDQ DOUHDG\ VHH LW´ PDOH  1HWKHUODQGV 
%\ FRQWUDVW WKHUH ZHUH DOVR D IHZ LQWHUSUHWDWLRQV ZKLFK VXJJHVWHG WKDW
DQDO\VLV RI WKH FDSWLRQ ZDV XVHIXO DOWKRXJK WKH SDUWLFLSDQWV GLG QRW FRQGXFW
D FRUUHFW FDSWLRQ DQDO\VLV ³WKH LQIRUPDWLRQ , UHFHLYH IURP WKH FDSWLRQ LV
TXLWH XVHIXO LW WHOOV PH ZKHUH WKH FRQÀLFWZDU LV VLWXDWHG « WKH RULJLQ RI WKH
FRQÀLFW LV H[SODLQHG DV ZHOO DV WKH JURXS LQYROYHG « DOVR WKH SHULRG RI WLPH
LV PHQWLRQHG´ PDOH  %HOJLXP 
Denotation–receiver. 7KH PRVW VWULNLQJ REVHUYDWLRQ WR HPHUJH
IURP WKH DQDO\VLV RI VHFWLRQ $ ZDV WKDW VWXGHQWV XVHG PHWDSKRULFDO
UHSUHVHQWDWLRQ WR GHVFULEH FKDUDFWHUV LQ WKH SKRWRJUDSKV IRU LQVWDQFH ³\RX
FRXOG VD\ WKDW WKHVH SHRSOH EHORQJ WR WKH PRUH SRRU RI WKLV SODQHW ZLWK DOO
NLQGV RI SUREOHPV DURXQG WKHP´ IHPDOH  1HWKHUODQGV  ³WKHUH DUH QRW
WKHVH FKDRWLF SKRWRJUDSKV EXW µTXLHW¶ RQHV LQ ZKLFK \RX FDQ VHH WKDW WKH
SHRSOH DUH WKLQNLQJ´ PDOH  1HWKHUODQGV  ³RQH JLUO VLWWLQJ RQ D KRVSLWDO
VWRRO ORRNLQJ VWUDLJKW WR WKH FDPHUD LW IHHOV OLNH VKH LV WKH RQH ZKR JLYHV D
IDFH WR WKH VH[XDO DEXVH DQG WKH UDSHV´ IHPDOH  )LQODQG 
6RPH LQWHUSUHWDWLRQV FRQWDLQHG D GHVFULSWLRQ RI FKDUDFWHUV EDVHG RQ
YLVXDO RSSRVLWHV IRU H[DPSOH ³ZH FDQ FOHDUO\ VHH WKH GLIIHUHQFH LQ SLFWXUHV
RI ZDUULRUV DQG SLFWXUHV RI LQQRFHQW FLYLOLDQV WKHVH ZDUULRUV ORRN FRPEDWLYH
FRQYLQFHG WKDW WKH\ DUH GRLQJ WKH ULJKW WKLQJ ZKHUHDV WKH FLYLOLDQV ORRN
GHVSHUDWH DQ[LRXV DQG DIUDLG RI ZKDW PLJKW KDSSHQ´ PDOH  %HOJLXP 
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³ZKHUHDV WKH PHQ ORRN PRVWO\ VHYHUH DQG JULP WKH ZRPHQ ORRN YHU\ GHVSHUDWH´
PDOH  $XVWULD  7KLV ¿QGLQJ PD\ LQGLFDWH WKDW WKH 336$ HQDEOHV VWXGHQWV
WR GHYHORS WKHLU YLVXDO OLWHUDF\ VNLOOV 7KH HVVD\V DOVR LQFOXGHG VRPH EDVLF
VRFLRORJLFDO GHVFULSWLRQV RI FKDUDFWHUV ³WKH SHRSOH LQ WKH SLFWXUHV KDYH D
GDUN EURZQ VNLQ DUH PDOH RU IHPDOH DQG DUH FKLOGUHQ RU DGXOWV´ IHPDOH 
1HWKHUODQGV  ³\RX VHH DURXQG  SHUVRQV SUD\LQJ « RQ WRS RI WKH GHVWUR\HG
PRVTXH « LW VKRZV WKDW WKH\ DUH YHU\ UHOLJLRXV´ PDOH  1HWKHUODQGV 
,QWHUHVWLQJO\ WKH PDMRULW\ RI LQWHUSUHWDWLRQV RI 3KRWR 6WRU\  FRQWDLQHG
VLPLODU REVHUYDWLRQV DERXW WKH DJHV RI WKH FKDUDFWHUV ³FKDUDFWHUV LQ WKH
SKRWRV DUH YDULDEOH \RX MXVW GRQ¶W VHH FKLOGUHQ´ IHPDOH  )LQODQG  ³DOO
SHRSOH LQ SKRWRV DUH DGXOWV RU ROGHU SHRSOH DQG WKHUH DUH QR FKLOGUHQ DW DOO´
PDOH  )LQODQG  ³LQ JHQHUDO \RX FDQ VD\ WKDW WKHUH DUH QR \RXQJ SHRSOH DW
DOO PDOH  $XVWULD 
'DWD DQDO\VLV SURYHG WKDW WKLV SDUW RI WKH PRGHO LV VXI¿FLHQWO\ GHYHORSHG
7KH PDMRULW\ RI LQWHUSUHWDWLRQV FRQVLVWHG RI VHQVLWLYH GHVFULSWLRQV RI
FKDUDFWHUV XVLQJ ERWK YLVXDO PHWDSKRUV DQG YLVXDO RSSRVLWHV +RZHYHU
LQWHUSUHWDWLRQV RI WKLV NLQG FRPH FORVH WR FRPELQLQJ GHQRWDWLRQ DQG
FRQQRWDWLRQ SURFHVVHV

Figure 3.1. 3KRWR 6WRU\ 
*HRUJLDQ VROGLHUV WUDYHO QHDU WKH FLW\ RI *RUL FORVH WR WKH 6RXWK
2VVHWLDQ ERXQGDU\ )ROORZLQJ WKH HVFDODWLRQ LQ ¿JKWLQJ EHWZHHQ *HRUJLDQ IRUFHV DQG
VHSDUDWLVW PLOLWLD LQ WKH EUHDNDZD\ UHJLRQ RI 6RXWK 2VVHWLD LQ $XJXVW
5XVVLDQ WURRSV LQWHUYHQHG DQG IRU D ZKLOH RFFXSLHG SDUWV RI *HRUJLD RXWVLGH RI 6RXWK
2VVHWLD 7KH\ ODWHU SXOOHG EDFN XQGHU D FHDVH¿UH EURNHUHG E\ 3UHVLGHQW 1LFRODV
6DUNR]\ RI )UDQFH &RS\ULJKW  E\ /DUV /LQGTYLVW 5HSULQWHG ZLWK SHUPLVVLRQ
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Figure 3.2. 3KRWR 6WRU\ 
)ROORZLQJ WKH HVFDODWLRQ LQ ¿JKWLQJ EHWZHHQ *HRUJLDQ IRUFHV DQG
VHSDUDWLVW PLOLWLD LQ WKH EUHDNDZD\ UHJLRQ RI 6RXWK 2VVHWLD LQ $XJXVW
5XVVLDQ WURRSV LQWHUYHQHG DQG IRU D ZKLOH RFFXSLHG SDUWV RI *HRUJLD
RXWVLGH RI 6RXWK 2VVHWLD 7KH\ ODWHU SXOOHG EDFN XQGHU D FHDVH¿UH EURNHUHG E\
3UHVLGHQW 1LFRODV 6DUNR]\ RI )UDQFH ZKLFK KHOG WKH URWDWLQJ (XURSHDQ 8QLRQ
SUHVLGHQF\ DW WKH WLPH &RS\ULJKW  E\ /DUV /LQGTYLVW 5HSULQWHG ZLWK SHUPLVVLRQ

Figure 3.3. 3KRWR 6WRU\ 
)ROORZLQJ WKH HVFDODWLRQ LQ ¿JKWLQJ EHWZHHQ *HRUJLDQ IRUFHV DQG VHSDUDWLVW
PLOLWLD LQ WKH EUHDNDZD\ UHJLRQ RI 6RXWK 2VVHWLD LQ $XJXVW 5XVVLDQ WURRSV
LQWHUYHQHG DQG IRU D ZKLOH RFFXSLHG SDUWV RI *HRUJLD RXWVLGH RI 6RXWK
2VVHWLD 7KH\ ODWHU SXOOHG EDFN XQGHU D FHDVH¿UH EURNHUHG E\ 3UHVLGHQW
1LFRODV 6DUNR]\ RI )UDQFH ZKLFK KHOG WKH URWDWLQJ (XURSHDQ 8QLRQ SUHVLGHQF\
DW WKH WLPH &RS\ULJKW  E\ /DUV /LQGTYLVW 5HSULQWHG ZLWK SHUPLVVLRQ
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Figure 3.4. 3KRWR 6WRU\ 
)ROORZLQJ WKH HVFDODWLRQ LQ ¿JKWLQJ EHWZHHQ *HRUJLDQ IRUFHV DQG VHSDUDWLVW
PLOLWLD LQ WKH EUHDNDZD\ UHJLRQ RI 6RXWK 2VVHWLD LQ $XJXVW 5XVVLDQ WURRSV
LQWHUYHQHG DQG IRU D ZKLOH RFFXSLHG SDUWV RI *HRUJLD RXWVLGH RI 6RXWK 2VVHWLD
7KH\ ODWHU SXOOHG EDFN XQGHU D FHDVH¿UH EURNHUHG E\ 3UHVLGHQW 1LFRODV 6DUNR]\
RI )UDQFH ZKLFK KHOG WKH URWDWLQJ (XURSHDQ 8QLRQ SUHVLGHQF\ DW WKH WLPH
&RS\ULJKW

E\
/DUV
/LQGTYLVW
5HSULQWHG
ZLWK
SHUPLVVLRQ

Connotation–sender. 7KH VHQGHU¶V UHODWLRQV WR WKH SKRWRJUDSK VWRU\
% GLG QRW VHHP WR SRVH DQ\ SUREOHPV WR WKH SDUWLFLSDQWV VRPH RI ZKRP
LQFOXGHG LQ WKHLU LQWHUSUHWDWLRQV LQIRUPDWLRQ DERXW WKH SKRWRJUDSKHU IURP
H[WHUQDO VRXUFHV VXFK DV WKH ,QWHUQHW 7KLV DVSHFW RI H[WHUQDO LQIRUPDWLRQ
LQÀXHQFHG ODWHU VWDJHV RI WKH LQWHUSUHWDWLRQ SURFHVV DV LW RSHQHG D ZLGHU
FRQWH[WXDO SHUVSHFWLYH RQ WKH SDUWLFXODU SKRWR VWRU\ IRU LQVWDQFH ³ZKHQ \RX
NQRZ KH KDV VWXGLHG DQWKURSRORJ\ WKHQ LW EHFRPHV PXFK PRUH FOHDU ZK\ KH
SKRWRJUDSKV WKHVH SHRSOH LQ WKHVH VLWXDWLRQV´ IHPDOH  1HWKHUODQGV 
³KH VD\V WKDW KH ZDQWV WR PDNH SHRSOH IHHO VRPHWKLQJ ZKHQ WKH\ ORRN DW KLV
SLFWXUHV´ IHPDOH  $XVWULD 
6RPH LQWHUSUHWDWLRQV ZHUH TXLWH VLPSOH ZLWK D VKRUW H[SODQDWLRQ RI
SDUWLFXODU VWDWHPHQWV DERXW WKH SKRWRJUDSKHU ³WKH SKRWRJUDSKHU¶V UHODWLRQ WR
WKH SUHVHQWHG FKDUDFWHUV KDV REYLRXVO\ EHHQ YHU\ FORVH RWKHUZLVH KH ZRXOGQ¶W
EH DEOH WR WDNH D SLFWXUH RI JLUOV DQG ZRPHQ ZKR KDYH EHHQ UDSHG´ IHPDOH
 )LQODQG  ³WKH SKRWRJUDSKHU¶V UHODWLRQ WR WKH SUHVHQWHG VWRU\ LV YHU\
FORVH EHFDXVH LW ZDV KLV ¿UVW ZDU « DQG \RX FDQ DOVR IHHO LW ZKHQ KH VSHDNV
DERXW WKH SLFWXUHV´ PDOH  $XVWULD  2U HYHQ ZLWKRXW WKLV H[SODQDWLRQ
IRU H[DPSOH ³WKH SKRWRJUDSKHU KDV GHOLEHUDWHO\ WDNHQ DQ REVHUYHUV UROH LQ WKH
VWRU\´ PDOH  )LQODQG  ³KH LV YHU\ VHQVLEOH DQG EHFDXVH RI WKDW SHRSOH OHW
KLP LQ´ IHPDOH  $XVWULD 
2Q WKH RWKHU KDQG WKH SDUWLFLSDQWV DOVR WULHG WR HPSDWKL]H ZLWK WKH
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SKRWRJUDSKHU 7KH\ XVHG HPSDWK\ VSHFL¿F ZRUGV LH UHODWHG WR IHHOLQJV
DQG HPRWLRQV  IRU LQVWDQFH ³LW VHHPV WKDW WKH SKRWRJUDSKHU HQWHUV LQWR WKH
FKDUDFWHU¶V IHHOLQJV « ZH FDQ LPDJLQH WKDW LQ WKH QH[W PRPHQW KH SXWV
KLV KDQG RQ WKH YLFWLP¶V VKRXOGHU´ IHPDOH  +XQJDU\  ³LW IHHOV OLNH WKH
SKRWRJUDSKHU VKDUHV HPRWLRQV ZLWK WKH FKDUDFWHUV DQG ZDQWV WR OHW WKH
DXGLHQFH H[SHULHQFH WKH YHU\ VDPH HPRWLRQV´ PDOH  %HOJLXP  7KHVH
WZR H[DPSOHV LQGLFDWH WKDW WKH SDUWLFLSDQWV WULHG WR XVH D EDVLF IRUP RI
KHUPHQHXWLF LQWHUSUHWDWLRQ

Figure 4.1. 3KRWR 6WRU\  *D]D  /DQGVFDSH RI 'HVWUXFWLRQ
$ ER\ ZDONV WKURXJK WKH HQWUDQFH RI WKH KRXVH ZKHUH KLV IDPLO\ RQFH OLYHG LQ WKH
+DL DO6DODP QHLJKERUKRRG RI (DVW -DEDOL\D *D]D RQ  -DQXDU\ 7KH ,VUDHOL PLOLWDU\
FDPSDLJQ DJDLQVW +DPDV PLOLWDQWV LQ *D]D FDPH WR DQ HQG RQ  -DQXDU\ DIWHU  GD\V
,VUDHO FRPSOHWHG LWV ZLWKGUDZDO E\  -DQXDU\ EXW GLG QRW OLIW LWV VLHJH RQ WKH *D]D 6WULS
,QWHQVH ERPEDUGPHQW KDG OHIW WKRXVDQGV RI KRPHV GHVWUR\HG DQG WHQV RI WKRXVDQGV RI
SHRSOH GLVSODFHG &RS\ULJKW  E\ 0HLNR +HUUPDQQ 5HSULQWHG ZLWK SHUPLVVLRQ

Figure 4.2. 3KRWR 6WRU\  *D]D  /DQGVFDSH RI 'HVWUXFWLRQ
$ PXOWLOHYHO DSDUWPHQW EXLOGLQJ GHVWUR\HG GXULQJ WKH ,VUDHOL RIIHQVLYH
RQ *D]D 7KH ,VUDHOL PLOLWDU\ FDPSDLJQ DJDLQVW +DPDV PLOLWDQWV LQ *D]D FDPH
WR DQ HQG RQ  -DQXDU\ DIWHU  GD\V ,VUDHO FRPSOHWHG LWV ZLWKGUDZDO E\ 
-DQXDU\ EXW GLG QRW OLIW LWV VLHJH RQ WKH *D]D 6WULS ,QWHQVH ERPEDUGPHQW KDG OHIW
WKRXVDQGV RI KRPHV GHVWUR\HG DQG WHQV RI WKRXVDQGV RI SHRSOH GLVSODFHG &RS\ULJKW
 E\ 0HLNR +HUUPDQQ 5HSULQWHG ZLWK SHUPLVVLRQ5HSULQWHG ZLWK SHUPLVVLRQ
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Figure 4.3. 3KRWR 6WRU\  *D]D  /DQGVFDSH RI 'HVWUXFWLRQ
7KH +DL DO6DODP QHLJKERUKRRG MXVW  NP IURP WKH ERUGHU ZDV DOPRVW
FRPSOHWHO\ GHVWUR\HG GXULQJ WKH ,VUDHO¶V DWWDFN RQ *D]D LQ -DQXDU\ 7KH ,VUDHOL PLOLWDU\
FDPSDLJQ DJDLQVW +DPDV PLOLWDQWV LQ *D]D FDPH WR DQ HQG RQ  -DQXDU\ DIWHU  GD\V
,VUDHO FRPSOHWHG LWV ZLWKGUDZDO E\  -DQXDU\ EXW GLG QRW OLIW LWV VLHJH RQ WKH *D]D 6WULS
,QWHQVH ERPEDUGPHQW KDG OHIW WKRXVDQGV RI KRPHV GHVWUR\HG DQG WHQV RI WKRXVDQGV RI
SHRSOH GLVSODFHG &RS\ULJKW  E\ 0HLNR +HUUPDQQ 5HSULQWHG ZLWK SHUPLVVLRQ

Figure 4.4. 3KRWR 6WRU\  *D]D  /DQGVFDSH RI 'HVWUXFWLRQ
&RZV NLOOHG E\ KHDY\ ERPELQJ OLH VWUHZQ RQ WKH JURXQG LQ (DVW -DEDOL\D 7KH
,VUDHOL PLOLWDU\ FDPSDLJQ DJDLQVW +DPDV PLOLWDQWV LQ *D]D FDPH WR DQ HQG RQ 
-DQXDU\ DIWHU  GD\V ,VUDHO FRPSOHWHG LWV ZLWKGUDZDO E\  -DQXDU\ EXW GLG QRW
OLIW LWV VLHJH RQ WKH *D]D 6WULS ,QWHQVH ERPEDUGPHQW KDG OHIW WKRXVDQGV RI KRPHV
GHVWUR\HG DQG WHQV RI WKRXVDQGV RI SHRSOH GLVSODFHG&RS\ULJKW  E\ 0HLNR
+HUUPDQQ 5HSULQWHG ZLWK SHUPLVVLRQ

Connotation–message and code. :KLOH WKH PDMRULW\ RI VWXGHQWV
UHYHDOHG D EDVLF XQGHUVWDQGLQJ RI WKH FRQFHSWV RI YLVXDO UKHWRULFDO
¿JXUHV V\PEROV DQG LQWHUWH[WXDO FRQQRWDWLRQV %  WKHUH ZHUH IHZ
LQWHUSUHWDWLRQV WKDW FRUUHFWO\ QDPHG DOO WKHVH HOHPHQWV 7KH H[FHSWLRQV ZHUH
WKH XVHV RI YLVXDO UKHWRULFDO ¿JXUHV VXFK DV VLPLOH ³WKH OLWWOH JLUO LQ IURQW
RI D OLJKWHG ZDOO VHHPV OLNH SUD\LQJ LQ WKH FKXUFK LQ IURQW RI WKH DOWDU´
IHPDOH  +XQJDU\ )LJXUH   K\SHUEROH ³WKH FRORUV FDQ EH VHHQ
DV D K\SHUEROH « WKH FRORUV DUH VR EHDXWLIXO DQG EULJKW WKDW DW ¿UVW VLJKW
\RX PD\ WKLQN LW LV D EHDXWLIXO ZRUOG EHFDXVH RI WKH FRORUV´ IHPDOH 
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1HWKHUODQGV  ³WKH HPSW\ DQG VXUUHDO ± DOPRVW PRRQOLNH ± ODQGVFDSHV
« HPSKDVL]H WKH DEVXUGLW\ RI ZDU DQG GHVWUXFWLRQ´ PDOH  )LQODQG
)LJXUH   D SHUVRQL¿FDWLRQ ³WKH KLJK ZDOO « DQWLFLSDWH PDVVLYH
EDUULHU DQG KXUGOH WKDW VKH >JLUO@ LV IDFLQJ DQG VXUPRXQWLQJ LQ KHU IXWXUH
OLIH´ IHPDOH  -DSDQ )LJXUH   DQ DQDSKRUD UHSHWLWLR  ³VKH >D JLUO@
LV ZHDULQJ ZKLWH FORWKHV DV D ORW RI RWKHUV LQ WKLV SKRWR VWRU\ WKH JLUO LQ
ELNLQL OLWWOH JLUOV ZDLWLQJ JLUO DQG ZRPHQ ZLWK FDQGOH´ IHPDOH  +XQJDU\
)LJXUH   D PHWRQ\P\ ³SLFWXUH « VKRZV D KDQG FRYHUHG ZLWK EORRG
WRXFKLQJ D FDU WKLV UHIHUV WR GHDWK ZRXQGHG SHRSOH DQG WKH XQQHFHVVDU\ VSLOO
RI EORRG´ PDOH  %HOJLXP )LJXUH   RU YLVXDO PHWDSKRUV VRPHWLPHV
PLVWDNHQ ZLWK D V\PERO  EXW IUHTXHQWO\ DSSHDUHG ³« EODFN FORXG WKDW FRQ
QRWHV SXQJHQW GDUN IRUFH DQG IDFH RI FLW\´ IHPDOH  -DSDQ )LJXUH   ³D
KHDUG RI GHDG FRZV YLVXDOL]H WKH ORVW ZLWKRXW VKRZLQJ GHDG SHRSOH´ IHPDOH
 )LQODQG )LJXUH   ³SLFWXUH RI WKH ZRPDQ « VKH LV DORQH DQG KROGLQJ
RQ WKH JODVV VRPHWKLQJ WKDW \RX FDQ VHH WKURXJK VWLOO \RX FDQ¶W VHH KHU IDFH
PD\EH WKLV LV D V\PERO IRU WKH VLWXDWLRQ RI ZKLFK HYHU\ERG\ NQRZV EXW FDQ¶W
GR DQ\WKLQJ DERXW´ IHPDOH  )LQODQG )LJXUH   ³DV KH >D ER\@ VLWV ±
ZLWK DUPV EHWZHHQ OHJV ± VHHPV OLNH SURYRFDWLYH WKDW¶V ZK\ KH VHHPV OLNH
D VFDSHJRDW RI HYHU\ JXLOW\ PDQ KH KDV FRPPRQ RXWORRN LW PHDQV WKDW WKH
DJJUHVVRU FDQ EH DQ\ERG\´ IHPDOH  +XQJDU\ 
$OWKRXJK WKH LQWHUSUHWDWLRQ RI V\PEROV LQ SKRWRJUDSKV GHSHQGV RQ WKHLU
LGHQWL¿FDWLRQ WKH SDUWLFLSDQWV GLG VXFFHHG LQ VWUHVVLQJ FRPPRQ V\PEROLF
HOHPHQWV IRU H[DPSOH UDLQERZ ZKLWH FORWKHV DQG XUEDQ UXLQV 7KLV
WUHQG VXJJHVWV WKDW SUHVV SKRWRJUDSK\ LV DVVRFLDWHG ZLWK V\PEROLVP 7KH
LQWHUSUHWDWLRQ RI V\PEROV KRZHYHU GHSHQGV RQ WKH UHFHLYHU¶V FXOWXUH DQG
EDFNJURXQG ³,W LV FRPPRQO\ EHOLHYHG « WKDW \RX FDQ ¿QG D WUHDVXUH DW WKH
HQG RI WKH UDLQERZ « LW PDNHV PH IHHO OLNH WKH WUHDVXUH EHWWHU OLIH DQG WKH
KRSH LV VRPHZKHUH HOVH IDU DZD\ IURP WKH YLOODJH´ IHPDOH  )LQODQG
)LJXUH   ³WKH ODVW SLFWXUH VKRZV XV KRSH LW IHHOV OLNH WZR ZRPHQ DUH
OLJKWLQJ WKH FDQGOH LQ KRSH RI D EHWWHU WRPRUURZ ZLVKLQJ WKLQJV ZRXOG JHW
EHWWHU´ IHPDOH  )LQODQG )LJXUH   ³LQ WKH EDFNJURXQG WKHUH LV D JXQ
V\PERO RI DXWKRULW\ DQG VRPH ZRXOG VD\ PDQKRRG WKH JXQ SRLQWLQJ XS OLNH
D SKDOOXV´ IHPDOH  )LQODQG )LJXUH   ³ZRPHQ ZHDU ZKLWH « ZKLWH
PRVWO\ VWDQGV IRU SXULW\ « PRVW RI WKHP >ZRPHQ@ DUH EHLQJ VH[XDOO\ DEXVHG
VR WKHUH LV QR SXULW\ DQ\PRUH ZLWK WKHVH JLUOV DQG ZRPHQ´ IHPDOH 
1HWKHUODQGV )LJXUH   ³D PDQ LV ZDONLQJ WKURXJK D GRRU ZKLFK LV
HYHU\WKLQJ WKDW LV OHIW IURP KLV KRPH WKH VWHS WKURXJK D GRRU FDQ EH VHHQ DV D
VWHS WR QHZ OLIH´ IHPDOH  )LQODQG )LJXUH   ³2Q DOO SKRWRJUDSKV \RX
VHH GDPDJHG EXLOGLQJV %XW HYHU\ WLPH WKH IRXQGDWLRQ RI WKH EXLOGLQJ LV VWLOO
WKHUH « <RX FDQ VHH LW DV D V\PEROLF PHVVDJH \RX FDQ GDPDJH HYHU\WKLQJ
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\RX ZDQW EXW \RX FDQ QHYHU GHVWUR\ WKH IRXQGDWLRQ $QG ZLWK SHRSOH WKH
IRXQGDWLRQ LV WKHLU EHOLHIV UHOLJLRQV ZD\ RI OLIH MXVW ZKR WKH\ DUH´ PDOH 
1HWKHUODQGV HJ )LJXUH  
7KH SDUWLFLSDQWV DOVR GHVFULEHG VRPH LQWHUWH[WXDO FRQQRWDWLRQV IRU
H[DPSOH ³VRPH NLQG RI VWURQJ FRQQRWDWLRQV WR ,WDOLDQ PD¿D PRYLHV FDPH
WR P\ PLQG « WKH GDUN VFHQHU\ EORRG DQG JXQ LQ WKH ¿UVW SKRWR DUH
SRZHUIXO V\PEROV XVHG LQ PDQ\ PRYLHV´ PDOH  )LQODQG )LJXUH  
7ZR LQWHUSUHWDWLRQV LQFOXGHG RZQ cultural perspective ± DQ LQWHUHVWLQJ
DSSURDFK WR WKH LQWHUWH[WXDO LQWHUSUHWDWLRQ DV LW JLYHV D GLIIHUHQW DQG XQLTXH
SHUVSHFWLYH EDVHG RQ QDWLRQDO FXOWXUDO SURYHUEV DQG VD\LQJV ³,Q P\
FRXQWU\ ZH RIWHQ VD\ µWKH EDFN WHOOV WKH VWRU\ D ORW¶ « WKXV =L]ROD¶V WZR
SLFWXUHV RI \RXQJ JLUOV DUH LPSUHVVLQJ IRU PH EHFDXVH WKHQ ZH FDQ DIIRUG
WR WKLQN DERXW ZKDW WKH\ DUH VKRXOGHULQJ LQ WKHLU OLYHV´ IHPDOH  -DSDQ
)LJXUH    ³7KH SKRWRJUDSKHU DOVR PDQDJHV WR PDNH WKH SLFWXUHV D
NLQG RI µTXLWH¶ « LQ 'XWFK ZH KDYH D VD\LQJ µ6LOHQFH DIWHU WKH VWRUP¶ « 1RZ
WKH\ >SHRSOH@ GRQ¶W KDYH WR EH VFDUHG DOO WKH WLPH DQG WKLQN DERXW KRZ WR
VXUYLYH WKH\ ¿QDOO\ KDYH WKH WLPH WR UHDOL]H ZKDW DFWXDOO\ KDSSHQHG DQG KRZ
LW ZLOO FKDQJH WKHLU OLYHV´ PDOH  1HWKHUODQGV )LJXUH  
7KH WRSLF RI VH[XDO DEXVH LQ 3KRWR 6WRU\  DFTXLUHG WKH PRVW
DGYDQFHG LQWHUSUHWDWLRQV DOO FRPSRVHG E\ IHPDOH SDUWLFLSDQWV 7KH OHYHO RI
GHYHORSPHQW RI DQDO\VLV RI D SKRWRJUDSK GHSHQGV RQ WKH SLFWXUH¶V WKHPH DQG
WKH VFDOH RI VHQVLWLYLW\ RI WKH YLHZHU 1HYHUWKHOHVV VHQVLWLYLW\ VKRXOG GHYHORS
in DQG EH GHYHORSHG by WKH SURFHVV RI LQWHUSUHWDWLRQ
Connotation–receiver. 'DWD DQDO\VLV RI VHFWLRQ % LQGLFDWHG WKDW WKH
SDUWLFLSDQWV KDG GLI¿FXOWLHV ZLWK LGHQWL¿FDWLRQ RI WKHLU IHHOLQJV UHODWHG WR WKH
SKRWRJUDSKV DQG FRPSRVHG RQO\ JHQHUDOL]HG VWDWHPHQWV IRU H[DPSOH ³WKHUH
DUH PDQ\ GLIIHUHQW HPRWLRQV DQG IHHOLQJV´ PDOH  )LQODQG  ³SLFWXUH
VKRZV QHJDWLYH IHHOLQJV VDG GLVDSSRLQWHG EHUHIW RI KRSH´ IHPDOH 
+XQJDU\  ³LW PDNHV PH IHHO VLFN « DQG PDGH PH IHHO KRUULEOH´ IHPDOH 
)LQODQG  ³SKRWR VWRU\ LV RI FRXUVH YHU\ VDG´ IHPDOH  $XVWULD  2QH RI WKH
UHDVRQV IRU WKLV WUHQG LV WKDW WKH LQWHUSUHWDWLRQV ZHUH ZULWWHQ LQ (QJOLVK ZKLFK
ZDV QRW WKH PRWKHU WRQJXH RI DQ\ RI WKH SDUWLFLSDQWV DQG WKH\ ZHUH XQDEOH WR
IXOO\ H[SUHVV WKHLU HPRWLRQV
)XUWKHU DQDO\VLV VKRZHG WKDW DV WKH VWXGHQWV KDG DVNHG UKHWRULFDO
TXHVWLRQV LQ WKH FRQWH[W RI WKH SXQFWXP IRU H[DPSOH ³3XQFWXP IRU PH LV WKH
OLWWOH JLUO « $IWHU WKH EDG PHPRULHV ZKDW FRXOG VKH GR LQ QH[W \HDU" &DQ VKH
HYHU ¿QG WKH ZD\ RXW RI WKLV YLOODJH" &DQ VKH HYHU IRUJHW ZKDW KDSSHQHG"
&DQ VKH HYHU VPLOH"´ IHPDOH  +XQJDU\ )LJXUH   WKH\ KDG XQGHUVWRRG
WKH punctum FRQFHSW 'HVSLWH WKH KLJKO\ SHUVRQDO DVSHFW RI WKH punctum,
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LQWHUSUHWDWLRQV RI 3KRWR 6WRULHV  DQG  XVHG WKH VDPH SKRWRJUDSKV DV WKH
SXQFWXP RI HDFK SKRWR VWRU\ LPDJH RI PDQ VD\LQJ IDUHZHOO WR D ZHHSLQJ
ZRPDQ RQ D EXV 3KRWR 6WRU\   ³SLFWXUH « ZLWK WKH PDQ SXVKLQJ KLV KDQG
DJDLQVW WKH ZLQGRZ RI WKH EXV VD\LQJ JRRGE\H WR KLV FU\LQJ ZRPDQ « P\
LPDJLQDWLRQ VWDUWV WR À\ , DVN P\VHOI « :KR LV KH" :KDW LV VKH WKLQNLQJ"
:KDW GRHV VKH WKLQN DERXW WKH IXWXUH"´ PDOH  %HOJLXP )LJXUH  
LPDJH RI ER\ ZDONLQJ WKURXJK WKH HQWUDQFH RI D KRXVH 3KRWR 6WRU\   ³WKH
ER\ LQ WKH RSHQLQJ VKRW « KH VWLOO KDV KLV OLIH DKHDG RI KLP ZKDW NLQG RI
OLIH LV DQRWKHU TXHVWLRQ « WKLV ER\ WKHQ PLJKW EH WKH SXQFWXP RI WKH SKRWR
VWRU\´ PDOH  )LQODQG )LJXUH  
Additional questions. 3UHVV SKRWRJUDSK\ LQWHUSUHWDWLRQ WHDFKHV QRW RQO\
YLVXDO VHQVLWLYLW\ EXW DOVR JHQHUDO VHQVLWLYLW\ WRZDUGV RWKHU SHRSOH DQG WKHLU
SUREOHPV 7KLV DWWULEXWH RI SUHVV SKRWRJUDSK\ LV YLVLEOH LQ WKH SDUWLFLSDQWV¶
GLVFXUVLYH HYDOXDWLRQ RI WKH VLWXDWLRQV FDSWXUHG E\ WKH SKRWRJUDSKHUV ³:H
VKRXOG UHDOL]H WKDW WKH ZRUOG KDV VR PDQ\ IDFHV DQG D ORW RI WKHP DUH YHU\
QHJDWLYH $QG SUREOHPV DUH DOZD\V UHODWLYH EHFDXVH ZKHQ \RX VHH WKH SUREOHPV
WKHVH SHRSOH KDYH \RX PLJKW WKLQN WZLFH DERXW \RXU RZQ VR FDOOHG
µSUREOHPV¶´ IHPDOH  1HWKHUODQGV  ³:DU KDV VR PXFK PRUH FRQVHTXHQFHV
« %XW IRU ZKDW FDVH" 7KDW LV RIWHQ D TXHVWLRQ GLI¿FXOW WR DQVZHU´ PDOH 
%HOJLXP 
7KH SDUWLFLSDQWV DOVR DVNHG UKHWRULFDO TXHVWLRQV IRU LQVWDQFH ³ZK\ WKLV
GHVWUXFWLRQ KDSSHQHG DQG GLG DOO WKH SHRSOH LQ WKH YLOODJH VKDUH WKH VDPH
LGHRORJ\ DQG ZHUH WKH\ ZLOOLQJ WR VDFUL¿FH DOO WKH\ KDG"´ IHPDOH 
)LQODQG DQG FDPH WR FRQFOXVLRQV VXFK DV ³LW WHOOV \RX WKDW LQ ZDUV \RX RIWHQ
KDYH WR VD\ JRRGE\H´ PDOH  $XVWULD 

Discussion
7KH VWXG\ ZDV XQGHUWDNHQ LQ RUGHU WR HYDOXDWH WKH EDVLF PRGHO IRU SUHVV
SKRWRJUDSK VWRU\ LQWHUSUHWDWLRQ DQG WR SUHVHQW WKH XVDJH RI WKLV PRGHO LQ
WKH HGXFDWLRQDO FRQWH[W 'DWD DQDO\VLV LQGLFDWHG WKDW WZR SDUWV RI WKH PRGHO
UHTXLUHV IXUWKHU GHYHORSPHQW 'HQRWDWLRQ ± 0HVVDJH DQG &RQWH[W $ DQG
&RQQRWDWLRQ ± 5HFHLYHU %  ,QVWUXFWLRQ LQ $ VKRXOG FRQWDLQ PRUH DGHTXDWH
DQG GHWDLOHG TXHVWLRQV EXW LQ RUGHU WR FUHDWH D VDWLVIDFWRU\ PRGHO IRU FRQWH[W
DQDO\VLV ± VHSDUDWH UHVHDUFK RQ WKH FRQWH[W LV UHTXLUHG
,Q WKH 'HQRWDWLYH SDUW RI WKH PRGHO LQ $ DQG $ WKH SDUWLFLSDQWV
FRPELQHG GHQRWDWLRQ ZLWK FRQQRWDWLRQ 7KLV ¿QGLQJ VXSSRUWV WKH LGHD IRU
D FRQQRWDWLYH PRGHO IRU SUHVV SKRWRJUDSK\ LQWHUSUHWDWLRQ ZLWK MXVW VRPH
HVVHQWLDO LQWURGXFWRU\ GHQRWDWLYH HOHPHQWV ,Q RUGHU WR LPSOHPHQW WKLV
DSSURDFK D QHZ PRGHO VKRXOG EH GHYHORSHG WKDW ZRXOG FRQWDLQ PRUH
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TXHVWLRQV ZKLFK ZRXOG OHDG WR GHHSHU FRQQRWDWLYH DQDO\VLV DV ZHOO DV WR
UKHWRULFDO FRQWHQW DQDO\VLV :ULJKW  
2QH XQDQWLFLSDWHG ¿QGLQJ LV WKDW VWXGHQWV KDG VLPLODU REVHUYDWLRQV
DQG FRQFOXVLRQV DERXW WKH FKDUDFWHUV V\PEROV DQG SXQFWXP 7KLV UHVXOW
VXJJHVWV WKDW SUHVV SKRWRJUDSK\ LQWHUSUHWDWLRQ LV QRW DOZD\V DQ LQGLYLGXDOLVWLF
DQG XQLTXH SURFHVV HYHQ RQ WKH OHYHO RI FRQQRWDWLRQ ,PDJHV LQ SUHVV LQYROYH D
XQLYHUVDO YLVXDO ODQJXDJH 7KH\ DUH ³DVVRFLDWHG ZLWK V\PEROLVP XQLYHUVDOLW\
DQG JHQHULF PHDQLQJ FRQQRWDWLRQ LV ZKDW DOORZV LPDJHV WR FRQWH[WXDOL]H
FRQFUHWH GHWDLOV DQG PDNH WKHP XQGHUVWDQGDEOH´ =HOL]HU  S  
)XUWKHUPRUH 6WXUNHQ DQG &DUWZULJKW  FRQFOXGH ³WKLV FRPELQDWLRQ RI
VXEMHFWLYH DQG WKH REMHFWLYH LV D FHQWUDO WHQVLRQ LQ FDPHUDJHQHUDWHG LPDJHV´
S  

Conclusions
$V PHQWLRQHG LQ WKH ,QWURGXFWLRQ WKH PHWKRGRORJ\ RI SUHVV SKRWRJUDSK\
DQDO\VLV KDV DWWUDFWHG OLWWOH UHVHDUFK 8VDJH RI %RFN¶V HW DO  TXDQWLWDWLYH
YLVXDO FRQWHQW DQDO\VLV HQDEOHV UHVHDUFKHUV WR ³DQVZHU WKH TXHVWLRQV RI ZKR
RU ZKDW LV UHSUHVHQWHG E\ WKH PHGLD DQG FRXQW WKH QXPEHU RI DSSHDUDQFHV
RI DFWRUV RU WKHPHV´ S   EXW GRHV QRW HQDEOH WKHP WR FDUU\ RXW
FRQQRWDWLYH DQDO\VLV 'HVSLWH 5|VVOHU HW DO  S  SURSRVLQJ D PRGHO
IRU WKH VHOHFWLRQ DQG HIIHFW RI SUHVV SKRWRV ZKLFK FRQFHQWUDWHV RQ WKH
SURFHVV RI UHFHSWLRQ D FRPSUHKHQVLYH PHWKRGRORJ\ PRGHO KDV \HW WR EH
FUHDWHG 7KH LPSRUWDQFH RI WKH UHVXOWV XVLQJ WKH EDVLF PRGHO IRU SUHVV SKRWRJUDSK
VWRU\ LQWHUSUHWDWLRQ WKXV OLHV ERWK LQ LWV LQWURGXFWRU\ FKDUDFWHU DQG SRWHQWLDO
FRQWULEXWLRQ WR WKH ¿HOG RI YLVXDO VWXGLHV
7KH SUHVHQW VWXG\ VKRXOG EH FRQVLGHUHG DV DQ LQLWLDO LQTXLU\ LQWR WKH
PHWKRGRORJ\ RI SUHVV SKRWRJUDSK\ DQDO\VLV LQ WKH HGXFDWLRQDO FRQWH[W 7KH
UHVXOWV RI WKH WULDO DVVHVVPHQW PLJKW VXSSRUW WKH K\SRWKHVLV WKDW WKH 336$
PRGHO FRXOG EH XVHG WR WHDFK WKH VNLOOV RI YLVXDO OLWHUDF\ DQG WR GHYHORS
YLVXDO VHQVLWLYLW\ DPRQJ VWXGHQWV +RZHYHU WR XQDPELJXRXVO\ FRQ¿UP WKLV
DVVHUWLRQ FRPSDUDWLYH UHVHDUFK ZLWK D VLPLODU JURXS RI VWXGHQWV FRPSOHWLQJ
WKH VDPH WDVN ZLWKRXW WKH 336$ PRGHO LV UHTXLUHG 0RUHRYHU ³HTXDOO\
SUREOHPDWLF LV REWDLQLQJ SURRI RI OHDUQLQJ LUUHIXWDEOH HYLGHQFH WKDW ZKDW KDV
KDSSHQHG LQ D FODVVURRP LV WKH UHVXOW RI D SDUWLFXODU SHGDJRJLFDO VWUDWHJ\ WKDW
FDQ EH LVRODWHG IURP RWKHU IDFWRUV´ %UXPEHUJHU  S   1HYHUWKHOHVV
WKH 336$ PRGHO FRXOG EH XVHG DV DQ LQWHUHVWLQJ WRRO IRU SKRWRJUDSK\
LQWHUSUHWDWLRQ ERWK LQ WKH ¿HOG RI YLVXDO OLWHUDF\ DQG SUHVV SKRWRJUDSK\
PHWKRGRORJ\
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ABSTRACT

ARTICLE HISTORY

Although genre is one of the most extensively employed concepts
in various disciplines, only a few attempts have been made to
classify images in the press, providing either a palette of thematic
categories similar to those of photography competitions or
theory-based classiﬁcations, which often ignore certain types of
photographs. In addition, no studies have suggested the genre
typology as a tool for the interpretation of journalistic
photographs. Based on a literature review and visual material
analysis from the Polish daily Gazeta Wyborcza, this study
compiles a typology that sets out four photo-genres: news
photography, reportage photography, portrait photography and
illustrative photography, with related photo-types. The criteria
used to distinguish certain photo-types are based on differences
in the visual content of photographs, their context, layout of
display, number of images, and their fulﬁllment of informative,
expressive, impressive, esthetic, illustrative or marketing functions.
As a result, the study describes each genre and type separately,
illustrated by visual samples. The conclusion is that although
genres have a tendency to merge and create hybrids, and thus,
any attempt at classifying them leads to certain generalizations,
the typology can be applied as a tool in visual literacy education
to facilitate students’ interpretation of journalistic photographs.

Received 2 October 2015
Accepted 6 February 2016
KEYWORDS

Genre; interpretation;
journalistic photograph;
press photography; typology;
visual literacy

Introduction
The concept of genre is commonly used in ﬁlm, literature and journalism studies, but little
attention has been paid to its deﬁnition and evaluation with regard to photography (Bate
2009, 3; Pienimäki 2013, 157–160). Dictionaries of media and communication (e.g. Barker
2004; Black 2006; Chandler and Munday 2011; Watson and Hill 2012) describe a complex
concept of genre by providing various synonyms, such as type, category, kind or classiﬁcation, whereas they should specify that genres organize different types or kinds of work
into a category (Barker 2004, 74; Bate 2009, 3). A genre is a type of text, which is subject to
certain conventions of form and content, common to other texts of the same type (Chandler and Munday 2011). Similarly, with reference to visual texts, it is the practice to classify
images into certain groups, and thus, pictures which share the same features, belong to
the same genres (Rose 2012, 23). However, genres of journalistic photographs are
CONTACT Joanna Kędra

joanna.kedra@jyu.ﬁ

© 2016 Informa UK Limited, trading as Taylor & Francis Group

2

J. KĘDRA

sometimes confused with thematic categories such as news, sport or nature (see categorizations by Kobré 2008; Lester 1999; Newton 2001), similar to those used in photography
festivals and contests, for example, by the World Press Photo (WPP 2014). In addition, only
a few attempts have been made to provide a genre typology of journalistic photographs,
applying, for instance, the classic typology of literature genres (Wolny-Zmorzyński 2007),
later developed under the division of information and publicist journalism (Wolny-Zmorzyński 2010), or creating a genre typology as a pedagogical tool for media education (Pienimäki 2012, 2013).
Thus, this study aims to compile a genre typology of journalistic photographs, based on
a review of various classiﬁcations of journalistic photographs, and on the examination of
visual material from one of Poland’s most successful opinion dailies, Gazeta Wyborcza, with
its supplement Duży Format. I decided to extensively refer to Polish literature and analyze
visual samples from the Polish press, because, in comparison to other countries, the tradition of genre studies in journalism is well established in Poland (Wojtak 2004; WolnyZmorzyński 2007, 2010, 2011; Wolny-Zmorzyński, Kaliszewski, and Furman 2006).
In this article, I argue that although an effort to create a genre typology of journalistic
photographs may seem pointless, or even useless, for contemporary journalism studies, as
it leads to certain generalizations, nevertheless it can serve as a tool for the interpretation
of journalistic photographs for visual literacy education. The criteria used for visual
material analysis, and thus to create the typology, are based on differences in photographic content, context, functions of images, their number and the layout of the
display. These criteria are also important in the interpretation process. Hence, the typology
gives guidelines on how to interpret visual statements and helps us to think visually, which
are the main abilities of visual literacy (Avgerinou and Pettersson 2011, 10).
The study begins by differentiating between the terms: press photography and journalistic photograph. Furthermore, it reviews classiﬁcations of journalistic photographs to
provide knowledge about photo-genres and types appearing in the contemporary
press, with complementary deﬁnitions. Next, the review is integrated with an analysis of
journalistic photographs from Gazeta Wyborcza. Finally, I offer a genre typology of journalistic photographs, which can serve as a tool for visual literacy education.
Throughout this article, the term journalistic photo-genre refers to genres and types of
journalistic photographs published in the press, especially in daily newspapers, but also in
magazines. The typology proposed here covers photo-genres and types, each understood
as a model, or pattern or a set of conventions.

Press photography or journalistic photograph?
Press photography is a broad concept, sometimes referred to as a ﬁeld (Becker 1996), or a
division of photography, the aim of which is to inform readers (of newspapers and the
Internet) about current, actual news or events (Pisarek 2006, 61), or to portray certain
people, or to provide an illustration when it is more appropriate to use visuals rather
than words, but excluding advertising photography. In the literature, the term press photography and photojournalism are often used interchangeably, whereas the deﬁnition of
each is rarely explicitly formulated. Tomanić Trivundža (2010), for instance, argues that
press photography covers all the photographs used by media outlets while photojournalism is just one of its genre. Hence, he points out that photojournalism describes more
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informative and immediate images (i.e. spot and general news, background news or
issues, features and sports news), while press photography includes portraits, illustrations
and even picture stories, as well as stock photographs (Tomanić Trivundža 2010, 68–69). In
this article, however, I understand press photography as a ﬁeld of scholarly enquiry, and,
following some other scholars (for instance, Pienimäki 2013; Wolny-Zmorzyński 2007,
2010, 2011), I apply the term journalistic photograph to cover a diverse and multi-genre
group of photographs, excluding advertisements, published in the print and online press.

Method
Putting a journalistic photograph into the frame of a particular genre leads to certain generalizations, often without much application to reality. This study attempts to overcome
this challenge by trying to combine theoretical perspectives on photo-genre categorization with some empirical material from the contemporary press. However, as the main
objective for compiling a typology of journalistic photographs is to propose it as a tool
for the visual literacy education, some generalizations are inescapable.
The analysis starts with a brief overview of recent studies on genre categorization in the
ﬁeld of press photography, which provides names and deﬁnitions of genres and types,
which are then applied to the visual material analysis from the major Polish daily
Gazeta Wyborcza and its Thursday supplement Duży Format. Sample photographs were
found from 17 to 23 November 2014, which was a period without any special events
that could have visually dominated the newspaper’s layout, and thus, not provided a
typical batch of photographs. The analyzed material includes ﬁve weekday issues
(Monday–Friday), one of them with a supplement (Thursday), plus a weekend issue (Saturday–Sunday).
In addition to the literature review on genre typologization, visual material was looked
at in terms of the following criteria: the content and context of a photograph, the role of a
photograph in the page or newspaper’s layout, the number of images, that is, a single
image or a series, and the function fulﬁlled, that is, the function which overwhelmingly
dominates. I argue that these are the basic criteria needed to initiate the interpretation
process of a journalistic photograph, and thus, the photo-genre typology compiled
below can serve as a tool for photo-interpretation practices in visual literacy education.
In the analysis that follows, a layout is understood as ‘the way in which the page is
designed showing the position of text, graphics and photographs’ (Black 2006, 131).
The position of a photograph in relation to other texts or visuals is indicated whenever
it is important to classify a photograph under a certain genre or type. As for the functions,
Wolny-Zmorzyński’s (2007, 42–44) division into informative (communicative – cognitive),
expressive, impressive and esthetic functions was applied, with the addition of marketing
and illustrative functions. By conveying visual information, a photograph fulﬁlls an informative function. An expressive function exposes the sender’s (photographer’s) involvement in the photographed events, and is accomplished by the choice of light, frame
and characters. Photographs with a dominant impressive function (sometimes supported
by an esthetic one) ought to make an impression on viewers (readers) and orientate their
thoughts, feelings and emotions toward the photograph. Journalistic photographs that
fulﬁll a marketing function aim to sell a newspaper or magazine, while all the others
simply illustrate a journalistic text by fulﬁlling the illustrative function. Even though all
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the functions may be performed in each journalistic photograph, usually one or two dominate the others, and often determine to which genre and type the photograph belongs.

Review of photo-genre classiﬁcations
Journalistic photo-genres can be perceived from the following three perspectives:
dynamic, static and materialistic, as applied by Wojtak (2004) to (journalistic) press
genres. The dynamic perspective describes genre as a communicative or cultural phenomenon. Indeed, a journalistic photograph is a visual communication and cultural artifact,
that is, both the concept of photo-genre and convention of genre categorization is a
kind of agreement between readers and media outlets. The static perspective indicates
that genre is a type of text (or image, i.e. a visual text), a pattern which allows it to
combine with other texts or images with similar features. In other words, the static perspective refers to the possibility of creating genre classiﬁcations. Finally, the materialistic
perspective looks at genre as a statement or a compilation of statements, which are the
best possible representation of a certain set (Wojtak 2004, 16). The materialistic perspective indicates that the genre is a stable concept, but in fact, it transforms into hybrids (Bate
2009, 4; Rose 2012, 23), according to the general tendency in the media to merge and mix
genres in order to surprise the viewer (Branston 2006).
Studies on genre typologization of photographs contain a multitude of terms and theories, and thus, it is difﬁcult to choose or formulate one classiﬁcation that can be used as a
tool for the interpretation of journalistic photographs. Pienimäki (2011, 2013), who developed photo-genre classiﬁcation as a tool for education, argues for rejecting the thematicdriven categorization, saying that it generates too many genres and thus makes the reception and interpretation process complicated for the viewer. However, topic-based categorizations are often used by photography festivals and competitions, such as the WPP
(2014), as well as by some scholars, for instance, Newton (2001, 5) who writes about
sub-genres of photojournalism, that is: spot news, general news, features, illustration
and sports news. Kobré (2008) highlights the following eight sub-genres in photojournalism: spot news, general news, issues, features, portraits, sports, photo story and illustration,
while Lester (1999) writes that the photographer is assigned to cover news, features,
sports, portraits, illustrations and picture stories (for the comparison of various photo categories, see Figure 1). Thematic categories are suitable for photographic assignments or
competitions, which judge photographs based on their content, but they are not appropriate for learning about how to interpret journalistic photographs, because they ignore
other important aspects of journalistic photographs, such as context, layout, number of
images and functions.
Like Pienimäki (2011, 2013), I argue that we should concentrate on practice- or purposebased classiﬁcations, instead of semantic, mainly topic-based categorizations, which may
generate too many genres. However, Pienimäki’s (2012, 2013) classiﬁcation is quite limited
in its scope, because of the pedagogical purposes for which it was created. Pienimäki
identiﬁes the following four genres of journalistic photographs: (i) news photograph,
which she further splits into observational (hard news) and participatory (soft news), (ii)
photographic illustration, (iii) journalistic portrait, among which she distinguishes realistic
and performative portraits,1 and (iv) an identiﬁcation or index photograph, for instance a
mug shot. Even though Pienimäki’s (2013) classiﬁcation was designed as a ‘genre tool’ for
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Figure 1. World Press Photo categories and sub-genres of photojournalism.
Source: Compiled from Kobré (2008), Lester (1999), Newton (2001) and WPP (2014).

enhancing media literacy, it was neither tested in reception studies or in an analysis of the
contemporary press. Instead, it is cross-disciplinary and literature-driven research, which
overlooks some important types of journalistic photographs (for instance, photo reportage), because of the necessary simpliﬁcations and generalizations for pedagogical
purposes.
While Pienimäki’s classiﬁcation may serve as a basis for further development, especially
in deﬁning photo illustration or photo-portrait, Wolny-Zmorzyński’s (2007, 2010, 2011)
classiﬁcation is more comprehensive. It takes its roots from literature studies2 where a
journalistic photograph is a distinct genre within information and publicist journalism
(Table 1). In the context of information journalism, Wolny-Zmorzyński (2010) distinguishes
the press photograph (understood as a counterpart to the news photograph, but also
including photo-portraits) and the photo-chronicle (a genre currently more common on
the Internet than in the press). Within publicist journalism there is the photo-feuilleton/
photo-essay, cover photo, photo reportage, photomontage, photo-cartoon, pictorial and
photoblog. The main criticism of his approach is the use of the term press photograph
to cover three different types of photographs, that is, news photographs, photo-illustrations and photo-portraits. In addition, Wolny-Zmorzyński lists the genre of a photo-feuilleton (as a synonym to photo-essay!), which is very rare in the contemporary press and
Table 1. Classiﬁcation of photographic genres of journalism.
News journalism
• Press photograph:
News photograph
Illustration
Portrait
• Photo-chronicle

Opinion journalism

• Photo-feuilleton/photo-essay
• Cover photo
• Photo reportage
• Photomontage
• Photo-cartoon
• Pictorial
• Photoblog
Source: Compiled from Wolny-Zmorzyński (2010, 2011).
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thus difﬁcult to both deﬁne and identify. Wolny-Zmorzyński’s (2007, 2011) typology also
devotes too much attention to the genre of pictorial, which is nothing more than a
picture with an erotic tinge and could be classiﬁed as a type of photo-portrait, displayed
in certain types of magazines.
Even though, Wolny-Zmorzyński’s typology is yet another catalog of photo-genres, it is
more useful for image-categorization than, for instance, Becker’s (1995) distinction into
documentary photography, social science and photojournalism, or Bate’s (2009) division
into documentary and story-telling (including photojournalism), portraits, landscape, still
life (referring to advertisements), and art photography. Due to the differences in how
each photograph depicts reality, all images printed in the press cannot be labeled as
one genre of photojournalism, and thus, a more careful approach is required.

Toward a typology of journalistic photographs
Below I propose a genre typology of journalistic photographs that consists of four genres:
news photography, reportage photography, portrait photography and illustrative photography. Each photo-genre covers a group of photo-types (Table 2). In some cases, a
short interpretation of a certain type is provided to illustrate how the typology of journalistic photographs can be used in visual literacy education.

News photography
The aim of a news photo is to provide visual evidence (information) of events of topical
signiﬁcance. Hence, the key aspect of this kind of picture is to capture the right
moment (Freeman 2011), and to answer to the same ﬁve questions as news story
should, that is, what (happened)?, where?, when?, how? and why? However, some news
photos make use of text in addition to visual representation, providing extra information
in a caption which explains the when, where and how something happened (Lashmar
2014, 58). Captions are usually added by photo-editors (instead of photographers), who
also happen to crop images for a better frame (Freeman 2011). In Gazeta Wyborcza,
news photographs mostly appear on the ﬁrst few pages about current affairs, while
those that are displayed on the newspaper’s front page play a similar role to the cover
photo in magazines (see illustrative photography). Although news photos may exist separately from the journalistic text, asking ‘readers to “see for themselves”, [and thus,] limiting critical inquiry of the story with which they are being presented’ (Wardle 2007, 265), it
seems that they almost always require a caption to transfer full information.
In the analyzed material, the news photograph (Figure 2) is usually the only photograph
on a certain page, often displayed in the center, and accompanied by a news agency’s
Table 2. Genre typology of journalistic photographs.
Genres

News photography

Types

.
.

News photo
Photo-chronicle

Reportage photography
.
.

Photo reportage
Historical photo reportage

Portrait photography
.
.
.

Mug shot
Journalistic portrait
Small portrait

Illustrative photography
.
.
.
.

Photo illustration
Cover photo
Photomontage
Video-still
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Figure 2. News photo. Page section of Gazeta Wyborcza, 17 November 2014. Reprinted with
permission.

(here: Reuters) or photographer’s name. It is either self-explicit for the viewer, who knows
the culture and political context, or with the addition of a caption. The main characters in
the picture are people, especially politicians (here: Tony Abbott and Vladimir Putin), while
the visual content covers current affairs (picture was taken just before the G-20 summit in
Australia). The news photograph is usually closely related to the article and its title (here:
‘Australian harassment of Putin’), while the caption gives the news in highlights:
Tony Abbott and Vladimir Putin just before the beginning of the G-20 summit. The welcome
was courteous, but the Australian Prime Minister was one of the leaders who later strongly
pressed Putin in regards to the Russian aggression towards Ukraine.

The photograph, with the addition of a caption, answers the key questions of a news
photo: (what?) Putin and Abbott meet before the G-20 summit, (where?) in Australia
(see visual indicators of koala bears!), (when?) just before the G-20 summit, (how?) ‘the
welcome was courteous’ and (why?) because Abbott is a Prime Minister of the host
country, and Putin is the key person of the current political affairs.
This short interpretation of a news photograph attempts to show how the notion of
photo-genre can be used in visual literacy classes. Students are asked to identify a news
photograph in the press and to justify their choice by indicating particular features of a
news photo-type.
Figure 3 shows one big and seven smaller news photographs from the week of 15–21
November 2014, displayed in Gazeta Wyborcza on two pages in the centerfold of a
weekend issue (Saturday–Sunday), titled Tydzień w obrazach [a week in pictures]. All
pictures, authored by different photojournalists, or press photo agencies, are captioned, but their visual contents are not linked to one another. Captions brieﬂy describe
the visual news, with the addition of an explanatory commentary, indicating where and
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Figure 3. Photo-chronicle. Centerfold section of Gazeta Wyborcza, 22–23 November 2014. Reprinted
with permission.

what happened, but not exactly when. The news is told in short, with coherence
between the visual and textual components. I suggest naming this photo-type a
photo-chronicle (following Wolny-Zmorzyński 2010, 2011), the role of which is to visually summarize the most important events of a week, month or year in a selection of
photographs, subjectively chosen by the newspaper’s photo-editors. Each of the
selected photographs may belong to a different genre and type, for instance, a news
photo, photo reportage or a journalistic portrait, but when published together, they
create a news report of a certain period of time. A photo-chronicle is, of course, less
topical than a news photo.

Reportage photography
The subject of reportage photography is usually less topical than news photography, while
its documentary character tends toward conveying an opinion or creating an atmosphere
instead of delivering current news (Wright 1999, 130). Reportage photography has its roots
in written reportage, ﬁrst literary and then press. The genre is frequently discussed in the
literature, but it appears under a variety of names, such as feature photography (Wright
1999), or simply features (Kobré 2008; Lester 1999; Newton 2001), a photo-essay
(Freeman 2011) or a photo reportage (Wolny-Zmorzyński 2007, 2010, 2011). The World
Press Photo applies the term story by dividing each thematic category into single photographs and stories (WPP 2014), which creates a distinction with regard to the number of
images, rather than to their characteristics. This study uses the term reportage photography to name the genre that covers types of photo reportage (series or single) and historical
photo reportage.
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Freeman3 (2011) observes that photo reportage stirs up viewers’ emotions more than
any other type of journalistic photograph. This characteristic might be because the main
topic of photo reportage is a human being in a context of news and events (Freeman 2011;
Wolny-Zmorzyński, Kaliszewski, and Furman 2006). Although some photo reportages only
capture buildings, interiors or the human environment, rather than people as such, WolnyZmorzyński, Kaliszewski, and Furman (2006) seem to overlook these kinds of photographs
when formulating the deﬁnition of photo reportage. In contrast, this study does not
exclude any topics, or ways of visual representation from the deﬁnition of photo reportage, but underlines that photo reportage tells a story about people in a certain time
and place.
Photo reportage (or the photo-essay) developed at the turn of the nineteenth and
twentieth centuries, but got its status in Life magazine, where the Country Doctor (1948)
by W. Eugene Smith was published as the ﬁrst modern photo-essay (Freeman 2011).
The subject literature states that photo reportage is usually a series of at least three
photos (Wolny-Zmorzyński 2007), often without much textual commentary. It should be
looked at as a series, because particular photographs have an effect on each other
(Freeman 2011), and thus they compose a story told in a sequence of frames. A single
photograph of an entire story may possibly exist independently, but this is usually the
case with iconic images,4 that is, images that provide symbolic meaning of particular
events and are repeatedly used by media outlets (Zelizer 2005, 172). In addition, some
photo reportages are intentionally created as single images, never being a part of a
series. This trend has recently become more popular due to the limited space in newspapers that are not able to publish a series of photographs on several pages. Indeed, as
Freeman (2011) claims, the ideal model is to report a news event, or tell a story, in just
one picture.
The typical characteristic of photo reportage is the lack of an extended commentary,
usually limited to either or both caption(s) and a short introductory article. This tendency was already noticeable in the 1960s when photo reportage developed from
an almost non-textual to totally visual form of display in some magazines (Freeman
2011). The photo reportage used for this study is displayed on four pages (Figure 4)
in the Thursday supplement to Gazeta Wyborcza – Duży Format, labeled on its front
page as the ‘reporters’ magazine’. It publishes mainly reportages and longer articles,
and at least one photo reportage (as a series). The analyzed photo reportage (Figure
4) is a series of ﬁve captioned photographs with a title (A wife for a week), lead paragraph and a short introductory article. The ﬁrst photograph with a community’s leader
and his wives, children, grand- and great-grandchildren is an introduction to the story,
which develops in the following photographs about the everyday life of the biggest
family in the world. Although the photographs are related to each other and constitute
a series, they could be viewed in any order. The accompanying article works as an
extended caption, providing additional information about the community and its
leader, but leaving readers with some doubts and some pressure to see and judge
for themselves.
Due to the characteristics described above, photo reportages are especially interesting
visual material for interpretation. Students can, for instance, discuss how similar and different, in the context of story-telling, single and series photo reportage are in relation to each
other, or to the news photograph.
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Figure 4. Photo reportage. Page sections of Duży Format, 20 November 2014. Reprinted with
permission.

Gazeta Wyborcza publishes one more type of journalistic photograph, which seems to
ﬁt into the genre of reportage photography. I propose naming this historical photo reportage. Photos are usually displayed singly, with a caption and often in black-and-white or
sepia. Historical photo reportage has similar characteristics to photo reportage, in that it
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tells a story about people in certain historical circumstances. Quite often its main function
is to illustrate a journalistic text, instead of developing an independent visual narration
that is left to the article. The source of this photo-type is usually a newspaper’s or other
institution’s archive, indicated by a picture’s frame.

Portrait photography
The tradition of photographic portraiture dates back to the invention of photography,
which in turn has followed the model of portraiture in art history. The publication of a
photo-portrait in the press is motivated in two ways. First, to present visual evidence of
a person and second, to tell a story about the person framed. The former is known
either as an identiﬁcation (index) photograph (Pienimäki 2013), or a mug shot (Lashmar
2014; Lester 1988), or thumbnail faces on the home pages of newspapers (Knox 2009).
Thumbnail-sized images usually appear without any caption, but with someone’s face displayed in a close-up. Although in the literature all photographs which present a person
and aim to show what the person looks like are covered by the common term of portrait,
I make a distinction into three photo-types of the portrait photography genre, that is, a
mug shot, a journalistic portrait and a small portrait, because they correspond to visual
material from Gazeta Wyborcza.
As observed in the analyzed material, commentaries are frequently published with mug
shots of their authors (Figure 5), who are either well-known faces in journalism (Figure 5,
bottom photo: Monika Olejnik, TVN 24, Radio Zet), or in politics, or who are the newspaper’s commentators (Figure 5, top photo: Bartosz T. Wieliński, Gazeta Wyborcza). Despite
the recognizability of the person framed, each mug shot is accompanied by the name, profession and place of work of that person. Typically, mug shots impudently address viewers,
catching their attention with the person’s gaze, directed toward potential readers. Passport-sized images, without the photographer’s name, are situated in the left upper
corner of a commentary, under its title. Mug shots are usually displayed in color, in a
square frame, and sometimes also in black-and-white, or cut to a person-shaped size.
They are visually explicit, working as both a signature and an illustration to the text.
Another type of the portrait photography, observed from the visual material, seems to
belong to the journalistic tradition of providing news and views, and is referred to in the
literature as the journalistic portrait (Pienimäki 2013). It is created not only to show what a
certain person looks like, but also to tell something more about this person’s life, character
and so on. Hence, the photographer captures the sitter with an individual facial expression,
or with some typical attributes related to their profession, activities, social status and position, and in a certain environment or background, which provides additional information
about this person. Freeman (2004) indicates that this kind of photograph alludes to the
tradition of portraiture for the press, the aim of which is to include a lot more information
in the image than is usually the case, in order to tell the story of the person in a certain
visual context. However, the journalistic portrait is less common in daily newspapers, compared, for instance, to magazines, in which the quality of print is higher. Magazines display
a lot more of this type of photograph, often in a stylized form (thus, performing an esthetic
function). Journalistic portraits appear either with a short caption, for instance, a quotation
from an associated article, or as an illustration for an interview (or other journalistic text) as
in the case of the photograph from the analyzed sample (Figure 6), displayed in Duży
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Figure 5. Mug shots. Page section of Gazeta Wyborcza, 21 November 2014. Reprinted with permission.

Format on an entire page, without a caption. However, the way a person is portrayed is
highly related to both the article’s title and content.
Visual material contains one more type of portrait photography, which is between a
mug shot and a journalistic portrait in terms of its characteristics. I suggest naming this
a small portrait. It presents a person either with or without attributes, but the person’s
gaze is not directed at the reader, as in the case of a mug shot. The caption only indicates
the name of the person framed. A small portrait is usually only a little bigger than a mug
shot, while the purpose of it is quite similar, that is, to provide a visual identiﬁcation of the
person mentioned in the associated article, instead of telling a story about that person, as
in the case of a journalistic portrait. The placement of a small portrait within a newspaper
depends on the page layout; hence, it is not as strict as in the case of a mug shot.

Illustrative photography
Illustration is the oldest visual genre in the press, and it developed long before the invention of photography, in the form of a lithograph. Later, it competed with photographic
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Figure 6. Journalistic portrait. Page section of Duży Format, 20 November 2014. Reprinted with
permission.

images, but soon became an independent and quite different genre with regard to its aim
in the press (Wolny-Zmorzyński 2010). Since lithographs, and then drawings, or other
graphical forms of images, have become satirical commentaries to events, some photographs have taken the role of illustration. Kobré (2008, 341) claims that illustration is a
result of a combination of journalistic and advertisement photography. Indeed, the aim
of a photograph on a magazine’s cover is to catch attention of potential readers, and
thus, to sell the magazine.
Based on the literature review and the analysis of the visual material, I suggest distinguishing four photo-types in the genre of illustrative photography, that is, a photo illustration, a cover photo, a photomontage and a video-still. As observed from the visual
material, a photo illustration is neither news nor visual information, but instead it visualizes
the content of the associated journalistic text. In Gazeta Wyborcza, a photo illustration is
accompanied by a name of a stock photography agency, or other source, for instance
‘press materials’ rather than a photographer’s name. As observed, illustration photographs
are displayed in three ways: (i) as the background for a lead, without a caption or the
photographer’s name, (ii) playing with the page layout, for instance, a man acting as a
doctor, standing partly behind the text while at the same time pointing at the title of
the article (Figure 7); the source of the picture is shown, or (iii) by simply accompanying
a journalistic text in a regular frame with a caption. The content of a photo illustration
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Figure 7. Photo illustration. Page section of Gazeta Wyborcza, 21 November 2014. Reprinted with
permission.

always seems to be closely related to the journalistic text that it illustrates. It functions both
as a visual aid for the reader and as an important element of a page layout.
The second type of illustrative photography is a cover photo, which traditionally
appears in magazines, but only rarely in newspapers. Its content may refer to one of
the topics described in the magazine, but its main role is to compose the cover’s layout
(Wolny-Zmorzyński 2007, 76–77) and to sell the magazine. Hence, it fulﬁlls a marketing
function. Frequently, this type of image comprises some graphical elements, or appears
in the form of an intentional photomontage. Wolny-Zmorzyński (2007) observes that a
cover photo is more often taken by an artist than by a photojournalist. The function of
some front-page pictures in dailies is similar to that of the cover photo in magazines,
that is, they intend to catch the attention of potential readers, and thus, to sell the newspaper. However, they should not be classiﬁed as cover photographs, because they are predominantly news photos or photo reportages.
Photomontage is a vanishing type of illustrative photography and I could not identify it
within the analyzed sample, even though Gazeta Wyborcza sometimes uses it. WolnyZmorzyński (2007, 100–103) deﬁnes a photomontage as a photograph of high persuasive
and opinion values, which consciously distorts the real world. I claim that a photomontage
is a form of infographics that ideally combines only photographs, but may also contain a
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few graphical elements. Hence, photomontage can be recognized not only as a type of
illustrative photography genre, but also as a hybrid of journalistic photograph and
graphics or drawings. Indeed, photomontage often appears in a form that combines a
photograph or photographs with some symbolic graphical elements, and thus it assembles a lot more of the information included in the associated article than a traditional illustration photograph does.
One more type of illustrative photography is a video-still, a picture which is not a photograph per se, but a still taken from video footage. Gazeta Wyborcza usually uses it to illustrate a ﬁlm review (as in Figure 8), which at ﬁrst sight may look like a typical journalistic
photograph in terms of its visual content and convention of captioning. Figure 8, for
instance, is a frame from the Polish movie Serce, serduszko [Heart, tiny heart] with a
caption related to the plot and the main character (‘Marcin Dorociński [the ﬁlm character]
as an alcoholic, trying to be up to the role of father’). Sometimes, a video-still is not just an
illustration, but may also play the role of news photo, if there is no suitable photograph
available in the newsroom. In that case, it belongs to the genre of news photography.

Photo-genre typology and visual literacy
In a few places in this article, I have already suggested how the concept of genre and the
genre typology of journalistic photographs can be introduced and used in visual exercises.
I further propose to visual literacy, media and journalism educators to organize a class
about photo-genre and ask students to observe what different types of photographs
appear in the press (preferably in newspapers, but magazines or online press may also
be used). Next, students can compare their ideas with the genre typology compiled

Figure 8. Video-still. Page section of Gazeta Wyborcza, 19 November 2014. Reprinted with permission.
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Table 3. Journalistic photo-types with criteria for their classiﬁcation.

News photo
Photo-chronicle
Photo reportage
Historical photo
reportage
Mug shot

Journalistic
portrait

Content

Context

Layout

Current, or unusual event, natural disaster, current
political affairs
Compilation of various contents (news,
entertainment, nature, sport); photographs not
related to each other within a series
Story about people in news, events, tragedies,
everyday life situations, entertainment, etc.

Usually self-evident with a caption; appears
in relation to the article’s content
Caption indicates where and what happened
but not exactly when

Either on the front page (centered) or
in the news section
A selection of photographs with
captions; displayed on an entire
page or two pages
In almost totally visual form;
displayed on few pages; size of
photos may vary
In a black-and-white or sepia

Story about people in historical circumstances
Newspaper commentators, well-known people in
politics, journalism, who authored the
accompanied text; person’s gaze directed at the
reader
Portrait of a person in a certain environment, or
background, with attributes related to their
profession, activities, etc.

Small portrait

The person that the associated text is about; the
person is sometimes portrayed with attributes

Photo illustration

Content related to the accompanied text

Cover photo

Refers to one of the articles; may include graphical
elements
A combination of photographs, sometimes with
graphical elements, to illustrate the content of an
associated article
A still taken from the footage; illustrates, for
instance, a ﬁlm review; can also act as a news
photograph

Photomontage
Video-still

Photos dominate over text; short
introductory article with lead plus captions;
photos self-evident visually
Text and caption play an important role in
explaining the photo-content
No caption; the name and profession of the
person framed are indicated
Illustrates the interview/other text, but often
self-explanatory visually; sometimes
caption as quotation from the associated
text
Caption indicates who is in the photo;
associated text gives news about the
person framed
Not always captioned; associated text may
play a crucial role in reading a photograph
No caption; visually explicit
Stays in close relation with the associated
text; often uses visual symbols to illustrate
textual content
Caption explains what the ﬁlm plot is about,
or who is in the picture, or what happened

Number of
images

Dominant
function

Single

Informative

Series

Informative

Series or
single

Impressive

Single

Illustrative

Passport-sized photo of the author of
a commentary or other text

Single

Illustrative

Stylized; often displayed on full page;
more common in magazines

Single

Esthetic

Usually little bigger than passportsized; place of display depends on
the page layout
As part of the page layout, or
displayed in a regular frame
Typical for magazines; composes
cover’s layout
Displayed in a similar way as
illustration photograph

Single

Illustrative

Single

Illustrative

Single

Marketing

Single

Expressive

Usually displayed in a regular frame;
adds visuals to the page layout, or
appears in the news section

Single

Illustrative or
informative

J. KĘDRA

Criteria
Journalistic
photo-type
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within this study (Table 2). Applying the criteria used for creating the genre typology, students should be able to describe the content and context of photographs, the role of particular photograph in the newspaper’s layout, the number of images and the function
fulﬁlled (see Table 3, which compiles all criteria in respect to each photo-type and
reveals each criterion individually). The criteria will not only guide the students’ interpretations of photographs, but will also help them to understand the concept of genre.
In addition, students can focus on just one genre or type and, by using the genre typology (Tables 2 and 3), they can choose to identify one photo-type in different kinds of newspapers or magazines. However, as the concept of photo-genre remains complex, it requires
some introductory teaching that can be based on the study presented in this article.

Conclusion
The literature in mass media studies (Barker 2004; Black 2006; Branston 2006; Chandler and
Munday 2011; Neale 1990; Watson and Hill 2012; Wojtak 2004) provides extended discussions, and formulates deﬁnitions, when approaching the concept of genre from subjectspeciﬁc angles. However, the key feature of genres is their tendency to merge and
create hybrids (Branston 2006; Rose 2012), and thus, any typology of journalistic photographs leads to certain generalizations. In a similar vein, Pienimäki (2013) argues that a
genre is just a tool, and hence, not all journalistic photographs have to ﬁt into particular
genre-frames. Thus, some images cross the boundaries of the genres to which they
were initially ascribed. For instance, the video-still, classiﬁed here as a type of illustrative
photography, can be also labeled as a news photo, as, for example, the famous videostill of Neda Agha-Soltan from anonymous footage, which received a Special Mention in
the WPP (2010). Nevertheless, the typology suggested within this study comes across
same difﬁculties concerning the unambiguous classiﬁcations of certain journalistic photographs into genres and types.
In addition, it should be also considered whether it is possible to apply the typology to
the online press, or information portals and vortals, where the boundaries between photogenres and types are even more blurred than in the traditional press. Some photo-chronicles, for example, have recently moved to the Internet, due to limited space in the traditional newspapers, and transformed the best pictures of the week into a slide show.
Also some other types, such as mug shots, are currently more typical in the online than
the paper press (Knox 2009).
The typology of journalistic photographs introduced in this article is based on a review
of existing classiﬁcations (Pienimäki 2012, 2013; Wolny-Zmorzyński 2007, 2010, 2011) as
well as on an analysis of visual material from Gazeta Wyborcza. The major limitation of
this study lies in its focus on only the Polish press and on the Polish literature. However,
it should be underlined that the scholarship on journalistic genres is well established in
Poland, compared to other countries, where photo-genres are often confused with thematic categories (Kobré 2008; Lester 1999; Newton 2001).
Even though newspaper readers have grown up in a certain environment that applies
the concept of genre, not all of them are able to instantly recognize and name photogenres and types. In addition, the interpretation of journalistic photographs relies
heavily on a viewer’s visual competence, and ability to read images that does require
some training, because merely looking at pictures is not a sufﬁcient condition to
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become a visually literate viewer. Thus, this study addresses these challenges, providing a
typology of journalistic photographs, along with particular criteria for their identiﬁcation,
complemented by short deﬁnitions and visual samples. The typology is proposed as a tool
for visual literacy education. Based on the typology, various visual exercises can be created.
However, as for every tool designed for educational purposes, it requires a teacher’s assistance to facilitate the learning process.

Notes
1. This division into realistic and performative portraits links to the recently renewed categories
of the World Press Photo (from the year 2014 onwards), where the category People was
divided into observed and staged portraits (WPP 2014).
2. Based on the assumption that journalism originates in literature, Wolny-Zmorzyński, Kaliszewski, and Furman (2006) formulate the typology of journalistic genres, which derives
from Aristotle’s classical division into types and genres in literature studies. The authors
propose four types of journalism, that is, press, radio, television and the Internet, which are
then divided into information, publicist and information-publicist journalistic genres.
3. Freeman (2011) uses two terms with reference to what is called photo reportage here. He discusses photo essays, which may be a counterpart to photo reportage, and photojournalism,
the characteristics of which ﬁt partly to photo reportage and partly to news photographs.
4. See, for instance, Dorothea Lange’s Migrant Mother (1936), which was initially a part of a series,
or a more recent example of the World Press Photo of the Year 2009 by Pietro Masturzo,
selected from the longer photo story.
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