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Introduction*

Exploring an Artistic Journalism Peninsula

When, in December 2024, Syrian opposition forces opened the Saydnaya prison, the world was
able to see its insides for the first time (Al Jazeera, 2024). Seven years earlier, the artist
Lawrence Abu Hamdan had already attempted to reconstruct the infamous building in 2017,
based on prisoner testimonies of the sounds they heard during their incarceration. His process
involved playing various noises to former prisoners, to see what they recognised. Although the
former prisoners’ recollections were inevitably distorted by torture and deprivations, their
acoustic memories nonetheless provided the sonic evidence used to reconstruct Saydnaya in
three-dimensional space. In addition to Saydnaya (2017), Abu Hamdan’s artworks include the
installation Earwitness Library (2018a) and the video Walled Unwalled (2018b), for which he
was nominated for the Turner Prize (Higgins, 2019). Abu Hamdan’s work exemplifies how
artistic practice can function as a form of journalism — what this dissertation refers to as artistic
Journalism, a term that encompasses both artistic investigations and the aesthetic decisions made
by those who identify as journalists. Like a peninsula, artistic journalism remains connected to
the mainlands of journalism and art, yet develops its own terrain.

This in-between position is also reflected in contemporary art more broadly, where factual
research has become central to practice. In exhibitions and shows around the world, artworks set
off from and engage with urgent topical themes. These may include people and landscapes
subject to poverty, conflict, migration, and climate change, which the artists claim to have

investigated, whether as eyewitnesses or via forensic work, interviews, and desk-based research.

« The introduction slightly overlaps with Chzépter 4; Postema, S. (2024). Intermediaries between Journalism
Arts: Shared Concerns, Work Processes and Strategies Outlining an Emergent Practice. Journalism and Med%l,dSG).



In as much as they employ rigorous research to underpin news stories with factual evidence, such
practices are similar to the work that I did as a journalist and what I teach in journalism schools,
but in their unique aesthetic and artistic approaches, contemporary artists also deviate from what
I was trained to do in the newsrooms where I worked'.

In the scholarly field of aesthetics studies, art is understood to be a social practice
(Wolterstorff, 2015). Artists — particularly those that are socially engaged (Simoniti, 2018) —
address pressing contemporary issues and perform investigative research. This has prompted
aesthetics scholars to ask whether art can be journalism, a question settled with a firm “yes” by
Alfredo Cramerotti in Aesthetic Journalism (2009) and Chris Nash in What is Journalism?
(2016).

However, no such agreement has been reached in journalism studies. This matters because,
although journalism studies increasingly engages with affect, emotion, and embodiment (e.g.,
Kotisova, 2020; Francoeur, 2021, 2025), artistic journalism unsettles the epistemic boundaries
within which these discussions usually occur. By combining investigative rigour with aesthetic
form, artistic journalism invites us to consider journalism itself as an affective and sensorial
mode of knowing.

When I began this dissertation project in 2018, the artistic methods of journalists (as well as
the journalistic methods of artists) were hardly a common object of study among journalism
scholars, though there were some exceptions to this which [ will address later. The dissertation at
hand is, therefore, an attempt to explore and theorise the ways in which journalism and art can

interact with one another.

! My experience in both journalism and the arts inevitably informs my perspective on this convergence; I return to

this positionality in Chapter 1.



In this introduction, I explain the rationale behind this study of professional work at the
intersection of journalism and the arts. Beyond my own personal motivations — for fifteen years [
was a professional practitioner of both disciplines — this research is relevant to journalism studies
and the practice of what I call artistic journalism in ways that I set out below. This introduction
presents the key problem, the central research question, and how I intend the present work as a
contribution to journalism studies. I also discuss theories relevant to the study of artistic
journalism as an emergent praxis. In many ways, my years of research felt like being a scholarly
adventurer exploring an isolated peninsula connected to the larger continents of journalism and
the arts. Towards the end of this chapter, I offer a reading list to assist the reader in navigating
the peninsula’s paths, puzzling places, and breathtaking panoramas such as those that I came
across while working on this dissertation. Which is to say, I hope you enjoy the journey as much

as I did.

Aims

This study explores professional practices at the intersection between journalism and the arts that
seek a truthful reconstruction of current affairs in either a factual or meaningful way. The
purpose of this dissertation is to identify and understand the shared concerns of collaborating
journalists, artists, and (self-proclaimed) artist-journalists, as well as to introduce and discuss the
concept of artistic journalism in light of ever-changing newsmaking practices. I aim to show that
these two seemingly distinct worlds of professional work in fact rely on and employ relatively

similar concepts, procedures, and values. Furthermore, I argue that analysing this confluence in



terms of a continuum offers useful insights into how journalism studies may benefit from an
approach that can identify projects as simultaneously journalistic and artistic.

My research seeks to understand the opportunities and challenges of journalism and the arts
meeting in practice, with particular reference to the working process of professional journalists
who also identify as artists, including but not limited to news photographers, literary journalists,

and graphic news creators.

The aims of this dissertation are threefold:
oTo explore and map the converging, collaborating, and at times colliding professional worlds
of art and journalism through a focus on forms, values, and practices.
oTo identify and develop key conceptual issues as a theoretical base for studying artistic
journalism as both a research area and praxis.
oTo identify ways in which the praxis of artist-journalists contributes to news work, and how

they shape their professional identity in relation to both artistic and journalistic worlds.

I described above my work on this dissertation as akin to exploring a peninsula. Departing from
the mainland of journalism, as an explorer-researcher, my ethnographic approach can be
described as materialist-phenomenological, attentive to the contours, sights, sounds, colours, and
smells of the territory of artistic journalism, as well as to the habits of the species living there and
what they, as practitioners, experience in their work. I aim to bring the logbooks of these
explorations back to the vast land of journalism, in the hope that my insights will strengthen the
position of professional journalists, including those who desire to remain socially relevant as an

institution (Zelizer et al., 2021) and those keen to move beyond it (Deuze & Witschge, 2018).



The central research questions governing this project are: What is artistic journalism? and

How do artist-journalists navigate the field of professional journalism?

|dentifying Artist-Journalists

Rather than a general look at journalism, my focus here is on practitioners that identify as artist-
journalists. Scholars and practitioners consider journalism a creative practice (Deuze, 2019).
Indeed, every journalist makes creative decisions daily, by for example taking a specific
approach to storytelling or in relation to formatting, genre, and design. At the same time, the
appreciation of creativity in the news industry appears strongly tied to existing power structures.
In some newsrooms, for example, only an elite feels free to share creative ideas, while most
reporters “fear to share their creative or new ideas upwards in the hierarchy” (Porcu et al., 2022,
p- 999). Instead of focusing on this elite — made up of establishment figures and privileged
insiders — my interest is in the creative projects of professionals who self-identify as both
journalists and artists, inside and outside newsrooms. Between 2014 and 2017, I reviewed
projects and interviewed makers for my blog Dutchnewsdesign (now discontinued; Postema,
2023a). In 2018, at the start of the dissertation process, I set out to determine who qualifies as an
artist-journalist by talking to experts and professionals in journalism and the arts. What this
initial stage helped me to understand is that practitioners, without labelling themselves artist-
journalist, artist, or journalist, could still make the kind of work that I was interested in, at the
intersection of the two disciplines. Three examples illustrate this self-identification conundrum.
First, the Italian documentary photographer Matteo Bastianelli told me (personal
communication, January 21, 2019) that he prefers not to be called an artist, because the title
would encourage certain expectations on the part of his audience. Nevertheless, his productions

can be categorised as belonging to an artistic genre (Gaut & Lopes, 2013). Bastianelli further



revealed at the time that in Italy, he was not called a “real” journalist either, as he was not a
member of the state-approved Ordine dei Giornalisti — the Order of Journalists — despite
producing documentaries and photos for a wide range of international news clients, such as
CNN, Der Spiegel, El Pais, La Repubblica, and The New York Times.

Second, the UK-based multidisciplinary organisation Forensic Architecture employs
aesthetic, forensic, ethnographic, and journalistic methods to produce publications that are then
featured in art exhibitions, news media, and legal reports (Basciano, 2022; Bois et al., 2016;
Tate, 2018). However, while speaking at the opening of the exhibition ‘Forensic Justice’ on
October 18, 2018, at Utrecht’s BAK centre, Eyal Weizman, the group’s director, remarked that
“we are claimed by human rights movements, by art worlds, by journalism, and frankly we don’t
know who we are ourselves” (Weizman, 2018).

Third, in 2010 Owen Maseko’s exhibition at the Bulawayo Art Gallery showed paintings of
the Zimbabwean genocide of the 1980s. The exhibition was banned by the arguably democratic
Zimbabwean government, but his work was already informing the Zimbabwean people in a way
that government news media would not — and privately controlled news media could not — do.
This “art as a variant of journalism,” as Mpofu (2017) calls it, emerges in contexts where
journalism is suppressed, censored, or government-controlled, and some journalists instead carry
out their work under the strategic label of artists (Mano, 2007; Mpofu, 2017).

What these three examples share is a reluctance on the part of certain creative professionals
to label themselves artist-journalists or journalists, though they seem to strategically adhere to
the disciplinary boundaries — real or perceived — of their professional fields. This is another
reason for carefully studying these professionals: to identify which terminology, practices, and

values they deploy.



In 2019, I began a collaboration with ACED, a Dutch institute that promotes artistic and
journalistic interdisciplinarity, to create a publicly available database of artistic journalism. The
process helped me to tease out examples and cases, and our discussions on which projects to
include in the database helped me to understand that just because the status of the arts and
journalism is relatively dynamic and open, this does not imply that simply anything goes in terms
of form, values, and practice. Some criteria must apply. Finding these criteria — identifying how
one defines artist-journalists — is the subject of this thesis.

In what follows, I introduce theories of journalism and aesthetics that are relevant to and
offer a framework for the dissertation at hand, while at the same time embracing the fluid

borders at the intersection between art and journalism.

The Study’s Place in the Sociology of News and Art

This section anchors my research in relation to three contexts: (1) three major turns that have
characterised the recent development of journalism studies; (2) the sociology of news work and
of arts and aesthetics; (3) normative debates on form, values, and practices among journalism

scholars.

Three Major "Turns" in Journalism Studies

Three major turns have marked the field of journalism studies in recent years: the “mechanical
objectivity turn” (Carlson, 2019), the “emotional turn” (Wahl-Jorgensen, 2020), and the
“audience turn” (Costera Meijer, 2020). The first addresses how news practices increasingly rely
on forensic research and social media data analysis, often with the assistance of Al. Carlson

(2019) anticipates in this development a revival of the disputed (see Winston & Winston, 2020)



objectivity ideal in journalism, since technological tools are able to capture data at a larger scale
and with more precision than any previous methods, and allow for ever more detailed factual
reconstructions. Meanwhile, the emotional turn refers to the news industry’s growing awareness
of the emotional components of its work (KotiSova, 2019) as well as how emotions are employed
increasingly deliberately to tell stories, such as in the immersive storytelling of virtual reality
(Goutier et al., 2021). Finally, the audience turn (Costera Meijer, 2020) can be seen as the
industry’s answer to the persistent existential challenge of declining public trust in journalism as
an institution. To recoup this trust, news media organisations seem to have embraced more
explicitly audience-centric forms of address (Hanusch & Lohmann, 2022).

The artistic journalism practices presented here ground such academic categorisations in
empirical reality. The works Sites Unseen (2018) and Black Sites (2020) by the artist-journalist
Trevor Paglen, for example, examine US mass surveillance, for which the artist incorporated
satellite imagery, fieldwork, and photography. In her project The Creative Times Report, Marissa
Katz (2019) describes Paglen’s approach as an intersecting work of journalism and art. Certainly,
with satellite images as his tech-driven artefact, we could say that Paglen extends the scope of
the mechanical objectivity turn into places — such as art exhibitions — and methods — such as art-
based aesthetic investigations — not conventionally associated with journalism (Fuller &
Weizman, 2021).

Another example of an artistic journalism practice is Het Schimmelparadijs (The Fungus
Paradise) of Amsterdam’s De Balie (Wagemakers et al., 2019). Here, journalists and theatre
makers, along with stakeholders and an audience, investigate the neglected state of the city’s
rental housing through participatory conversations, public meetings, and a theatrical production.

Studying such practices with a focus on embodiment enriches our understanding of journalism’s



emotional turn (Deuze & Glitsos, 2024; Francoeur, 2021) and can also feed into audience studies
where artist-journalist and audience are co-present.

My goal in this study is to observe how working at the intersection of arts and journalism can
give rise to certain news practices which, through mechanical objectivity and emotional
(self-)understanding, can not only reinvigorate their relationship with their audience but

rejuvenate themselves too.

A Sociology of News Work and Art

The second context that I want to acknowledge involves discussions about the sociology of
journalism and art. In what follows, I will explain how this dissertation manoeuvres between two
major schools of thought on the sociology of news work, one that sees journalism as an
institution (Schudson, 2019), the other as liquid or networked (Bélair-Gagnon, 2019). There is
some slight overlap with Chapter 4 (Postema, 2024), where I make this point. I will then
describe how it interacts with aesthetics and the sociology of art (Becker, 2008) through an art
world approach to journalism.

Conceptually, pinpointing the artist-journalist touches on journalism’s longstanding and well-
established sociological perspectives of journalism as both “liquid” (Deuze, 2008) and a practice
shaped by institutional boundary work (Carlson & Lewis, 2015).

This study’s viewpoint is informed by both strands. The second, which I will call the
institutional strand, sees journalism as a practice of professionals guarding a journalistic
institution (Eldridge, 2019; Reese, 2022; Vos, 2019). Professional development here generally
involves learning journalism as a craft through handbooks, at educational institutions, and in
newsrooms, and is practised by self-identified journalists either associated with reputed

journalistic brands or as freelancers, as well as more peripheral actors. Research linked to this

10



strand is dominated by “the professional cultures of privileged full-time news reporters” (Wahl-
Jorgensen & Hanitzsch, 2019, p. 13) and freelance journalism practices. Any kind of journalism
that deviates from this schema (Loosen et al., 2022) is deemed peripheral, and its relationship to
so-called core journalism is described in terms of boundary work: the process by which various
actors — such as practitioners, institutions, or external stakeholders — define and reinforce
journalism to establish legitimacy, authority, or identity (Ahva, 2017; Carlson & Lewis, 2015;
Eldridge, 2014; Gieryn, 1983; Schudson & Anderson, 2009). Those who collaborate with other
professional fields (such as the arts) are seen as “interlopers” (Eldridge, 2019, p. 8), or
“influences in journalism” (Walters, 2023, p. 2).

Meanwhile, the liquid strand can be seen as a corrective to the institutional strand, and
consists of a more or less coherent school of thought that sees journalism as de-institutionalised
(Anderson, 2016; Deuze, 2008; Deuze & Witschge, 2018; Heinrich, 2012; Hermida, 2010), a set
of continuous dynamics playing out through the temporary constellations of venues, locations,
and individuals that, together, produce news. As scholars associated with this strand stress,
multiple forces simultaneously influence (the making of) media content at all levels, be they
social systems, institutions, organisations, routines, or individuals (Shoemaker & Reese, 2013).
In this ecosystem (Anderson, 2016), forms, values, and practices are constantly (re)negotiated.
My research addresses how some of these negotiations take place in artistic journalism, and how
individual practitioners interact with the dynamics and forces that shape their work.

In their observation of the same object — journalism — from distinctly different viewpoints,
these two schools of thought are complementary of one another. The primary difference is that
the liquid perspective highlights journalism as networked and decentralised, arguing that it can

be found anywhere. Meanwhile, the institutional perspective sees journalism as a semi-
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professional field or institution primarily delimited by journalists themselves, to be found where
journalists say it is.

From the liquid strand, I adopt the position that artistic journalism takes place in shape-
shifting professional constellations that do not self-define as journalism per se, and constitutes
news work in a “permanent process of becoming” (Deuze & Witschge, 2018, p. 177). For its
part, the institutional strand reminds us that to qualify as news work, some journalistic criteria
must apply. For that reason, Chapter 2 works towards a definition that moves beyond an entirely
institutionalised perspective, while at the same time proposing some limitations. Inspired by
Shapiro (2014), this chapter proposes that the work of artistic journalism is involved in the
independent pursuit of accurate information about current or recent events and their original,
deliberate aesthetic presentation in any sensory form, for the purposes of public edification and
emotional resonance.

The study thus adopts the iterative sociological view that artistic journalism is, on one hand,
an open and dynamic set of practices and experiences, while on the other — as an ideology,
profession, and industry — adhering to certain (self-)defined criteria that can be examined,
challenged, and reaffirmed. Another way of understanding journalism as both liquid and limited
by boundaries is via a comparison with the children’s cartoon character Barbapapa. His pinkish
blob of a body can morph into any object imaginable, and yet to the children watching he
remains recognisable as both Barbapapa and this convenient bike, or trumpet, or stool. Likewise,
artistic journalism — and indeed journalism in general — can be both liquid and remain

recognisable as news work.
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The preceding sections placed this study in the context of various turns in journalism studies as
well as in relation to two schools of sociological thought. I will now delve into the artistic
perspective undergirding my research, and explain the role of aesthetics within it.

Until the twentieth century, aesthetics were the primary, or even the only, standard by which
artistic productions were evaluated (Beardsley, 2013; Scruton, 2011; Zangwill, 2007). While
aesthetics are concerned uniquely with form and its emotional resonance, the “social turn” in the
arts (Bishop, 2005) heralded a shift towards a more pluralist (re-)evaluation of artists” work
(Simoniti, 2018) to include not only aesthetic but also ethical, political, and social considerations
(Gaut, 2007; Stecker, 2012; Wolterstorft, 2015). This shift saw artworks increasingly valued for
their social content, in a move away from the perspective of [’art pour ’art, or “Art for art’s
sake”, and towards a more socially engaged framework. As Simoniti contends (2018, p. 74),
artworks are now “evaluated by standards of other fields, such as politics, religion, ethics, and
knowledge”. One scholarly expression of this more pluralist vision is Alfredo Cramerotti’s study
Aesthetic Journalism (2009), in which Cramerotti discusses the role of journalistic approaches in
the work of (socially engaged) artists. With the term “aesthetic journalism”, Cramerotti describes
artistic practices that employ methods of investigation, documentary, and storytelling that are
typically associated with journalism. The book discusses several case studies, including artworks
and projects that mimic or subvert journalistic formats such as documentaries, news broadcasts,
or investigative reports, and often blend factual accuracy with subjective interpretation.

Cramerotti’s argument is that socially engaged artworks can go beyond traditional journalism
by drawing attention to underrepresented voices, contested histories, and complex social
realities. Moreover, he contends that such artistic practices undermine the distinction between the

arts and journalism, in part because they invite audiences to engage more critically with the news

13



than traditional media typically do. He points, therefore, to the transformative potential of
merging art and journalism, which is an argument that my dissertation follows. However,
although Cramerotti hints at what the arts can bring to journalism, stating that artists are better at
guiding “viewers to ask relevant questions by themselves, instead of accepting (or refusing tout
court) representations as they are proposed” (2009, p. 30), his main concern is how “truth shifts
from the sphere of news media to the territory of art” (2009, p. 103), and what this means for the
art world.

My investigation explores how aesthetic journalism engages and works with journalistic
values, practices, and forms. In this way, it offers insights into both aesthetic journalism and
socially engaged arts, to better understand practices that function as art and journalism.
However, my primary interest lies in what aesthetics can bring to journalism, which brings us to

the question of how the sociology of arts can contribute to journalism research.

Given that journalism is a creative profession, it is perhaps surprising that Howard Becker’s
(2008) seminal theory of “art worlds” made no appearance in journalism studies until very
recently, when it was introduced to the field by Lewis and Zamith in 2017. Not only does their
perspective connect the scholarly world of aesthetics to journalism, but it also seems to bring
together the institutional and liquid schools of thought, as I will examine below. This section
discusses how Becker’s theory might help us to understand artistic journalism.

Becker’s art world theory asserts that the creation of an artwork is invariably a collective
activity. Lewis and Zamith (2017, p. 127) take the art world as a lens through which journalism
can be observed, to “investigate and interpret shifting views on the creative nature and worth of

particular actors, actants, and activities once viewed as being predominantly technical and
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supportive, while highlighting that journalism is comprised of complex networks of labors and
laborers, guided by particular conventions, that produce and legitimize works”.

Drawing on Becker’s work (2008), I propose the concept of the artistic journalism world,2
that is, the network of individuals and organisations that cooperate with an artist-journalist
concerned with gathering, verifying, and publishing truth-based information of public interest,
through aesthetic means applied to their methodology, or output, or both. In what follows, I will
lay out what might constitute an artistic journalism world through tangible examples.

The network of cooperating individuals and organisations includes every practice involved in
the production process. When Becker refers to the art world of a painter, this includes, for
example, producers of pencils and paper, paint factories, galleries, and audiences. Becker views
all such collaborating entities as essential to artistic production, though the individual artist
remains the central figure, “the person who performs the core activity without which the work
would not be art” (2008, p. 25). Accordingly, in an artistic journalism world, each project is
centred around an artist-journalist, though this may be an individual or collective.

Gathering truth-based information is, for example, August Boal (2005) and his legislative
theatre, in which he leads audiences to make legal and political decisions as part of the

performance.

2 When I began this research project I used the concepts “aesthetic truth world” and “aesthetic
truth practice”, with the purpose of broadening the scope to include, for example, legal and
human rights practices. Although such professional practices collaborate with artistic and
journalistic truth workers, I felt that this particular concept might be confusing at this point in the

introduction.
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Verifying facts through aesthetic methodology is, for example, Eyal Weizman (2017) leading
Forensic Architecture in the 3D modelling of an urban area in Syria bombed by US forces, and
then using architectural analysis to verify that the crowded Al-Jinah Mosque must have been the
target of the attack, rather than an Al-Qaeda meeting facility as the US military initially claimed.
The individual elements that make up this specific example are artworks, news publications, and
evidence files provided to lawyers.

Output is, for example, when Guy Delisle (2017) publishes a 436-page journalistic comic
book on the kidnapping of humanitarian worker Christophe André, based on interviews with him
and ground observations, as well as workshops in which Delisle talks about the project (GBH
Forum Network, 2017). These three levels — the network with the artist-journalist at the centre,
the data-gathering process, and the output — provided an early structure for my analysis of
interviews, cases, and documents. [ found it useful to return to the art world theory at multiple
stages throughout my research, and the sensitizing concept (Bowen, 2006) of the artistic
journalism world perhaps survived most prominently in Chapter 6’s case study dedicated to the

work of Robert Glas.

Normative Debates on Form, Values and Practice

Third, having now defined and placed artistic journalism in relation to scholarly approaches to
journalism, aesthetics, and the arts, this section addresses the overall goal of my research, that is,
to examine the ways in which artistic journalism complements traditional journalism in form,
values, and practice. This involves locating the present dissertation in relation to normative
debates within the field of journalism studies. In their Journalism Manifesto (2021), Zelizer et al.

argue that journalism must look beyond its professionally upheld boundaries in order to survive
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and adapt to fundamental changes in technology, audience behaviour, and societal structures.
They envision a journalism that is inclusive of a wider range of voices and lived experiences,
innovative, and open to experimentation with new forms and practices. Such a practice would be
capable of addressing, and even shaping, pressing social issues, rather than merely sticking to a
passive observational role. By engaging with audiences and adjacent professional domains,
journalism of the kind imagined by Zelizer et al. would also be highly collaborative. This
dissertation explores artistic journalism as a practice that is just that. In the following sections, |
bring the arts — as an allied genre of information production (Schudson, 2001) — into
conversation with journalism’s normative qualities, as they relate to forms (Barnhurst & Nerone,

2001), values (Deuze, 2005), and practices (see Hanitzsch & Vos, 2017; Mellado et al., 2016).

Form

In terms of form, I aim to understand how artist-journalists position themselves aesthetically
between journalism and the arts. I want to examine what journalism and journalism studies can
take from the arts — regardless of genre, conventions, and established techniques (Gaut & Lopes,
2013) — so as to more powerfully evoke emotions through aesthetic experience (Berleant, 2011)
and strengthen evidence-based work processes through artistic methodologies (Basciano, 2022;
Fuller & Weizman, 2021).

Becker argues that “Many arts have a lengthy tradition of formalisation, in which they stylize
the materials they use, divorcing them from the things people do and the objects they make in

999

‘real life’” (2008, p. 49). The same can also be said of journalism. Scholars have long understood
journalistic form as distinct from other information genres (Schudson, 2001), and Barnhurst and

Nerone (2001) show that journalism indeed has a recognisable form with a distinct aesthetics.
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The aesthetics of news coverage, whether in newspapers, on television, or in radio news
bulletins, defined the domain in which journalists operated.

For Adam (2006, p. 358), the language of journalism “has its own aesthetics — an aesthetics
of originality, form and efficiency”. In practice, this does not prevent certain journalists from
demonstrating considerable imaginative faculties and employing narrative techniques capable of
turning even the most formulaic inverted pyramid into “a work of sculpture” (Adam, 2006, p.
350), while others get bogged down in what the news industry dismissively calls “journalese”
(Leo, 1985). Journalistic form, in Carlson’s words (2017, p. 53), is “the persisting visible and
narrative structure of the news”. Kenner (1990, p. 187) calls it “the plain style”, a key
characteristic of this rhetorical style is writing “in such a manner that they [journalists] will be
trusted. You get yourself trusted by artifice”. The “fact-centred discursive practice” (Chalaby,
1996, p. 310) of journalism, its Anglo-American strain in particular, is marked by this plain style,
though this is no guarantee of factuality and is also a feature of some fictional prose. Rather, the
plain style creates an impression of being factual, and thus trustworthy, hence why other
information production genres such as PR and communication practices “mimic the form but no
other parts of journalism” (Karlsson & Clerwall, 2019, pp. 1197-1198). Therefore, as Karlsson
and Clerwall insist, for journalism to remain distinct from other professions, its “unique
linguistic and aesthetic dimensions” must be identified (2019, pp. 1197-1198).

However, developing a solid definition of journalistic aesthetics seems no longer seems
tenable in today’s news industry which, from papers to mobile publications, live journalism
events to news games and apps, oozes with imaginative and artistic expression that far exceeds

the plain style to which Kenner refers. Such productions come in all kinds of style. As my
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argument progresses, I discuss several examples which demonstrate the many and varied modes
of journalistic form.

Foregoing any prescriptive definition of journalistic aesthetics is necessary for a study at the
intersection between the arts and journalism for three reasons:

First, a functional approach to form presupposes that an audience will recognise it as
journalism, that they will be able to understand the “preferred decoding” (Eco, 2003) of the
news, and read it in the way it is intended. In reality, audiences may instead associate the form
with deceit and fabrication, either because they distrust so-called mainstream media or because
other information genres have also adopted the journalistic form, making it hard if not
impossible to differentiate between real and fake on the basis of style (Schuster et al., 2020).
This causes a variant of “aberrant decoding” (Eco, 2003, p. 4), in which the news is perceived
differently, even in precisely the opposite way to what fact-driven news makers intend.

Second, storytelling in journalism employs emotions (Goutier et al., 2021; Kukkakorpi &
Pantti, 2021; Wahl-Jorgensen, 2020), for which journalists make aesthetic decisions specifically
designed to resonate with an audience’s emotions, much like artists do.

Third, journalism’s specific aesthetics are largely influenced by the Anglo-American
interpretation of it as a fact-driven discursive practice (Chalaby, 1996). Indeed, Western culture
and certain prominent institutions demand a particular aesthetic form that distinguishes
journalism from other professions, and which is both cultivated and caricatured in pop cultural
productions such as Hollywood films (Ehrlich & Saltzman, 2015). However, a focus on Western
culture risks disregarding journalism in non-Western contexts, where news may be delivered in a
wide array of forms other than the plain style, such as music (Mano, 2007) or theatre (Nenjerama

& Sibanda, 2019). As my analysis illustrates, the creation and delivery of news can take many
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different forms, and this diversity enriches the scholarly field with practices that might not
initially register as journalism but constitute news work nonetheless.

The dissertation at hand is therefore open to an (artistic) journalism that is not identifiable by
its aesthetics, which is a perspective that complements the ways in which influential scholars
(such as Barnhurst & Nerone, 2001; Carlson, 2017; and Schudson, 2001) have observed

journalistic form in the past.

Values

I aim to understand how artist-journalists express and develop their professional values through
practices that move between journalism and art. By values, [ mean the normative standards that
constitute the occupational ideology and self-identity of a professional. This research
interrogates the position of those who work within the spectrum of artistic journalism, between
an ideal-typical journalistic paradigm in which facts are sacred on one hand, and an ideal-typical
artistic paradigm of [’art pour ’art on the other (see Chapter 2). Moreover, my aim is also to
explore how artist-journalists self-identify in relation to the materials and people — such as peers,
audiences, collaborators, coaches, and funders — that they work with. In other words, I hope to
shine light on the value-driven negotiations that take place within artistic journalism and what
this means for journalism more broadly.

The study’s quest to determine what makes journalism and what constitutes a journalist
became an ideological process of developing professional norms and values, as per Deuze’s
(2005) influential article “What is journalism?”. This process revealed the field to be
characterised by the motto: “comment is free, facts are sacred” (Singer & Ashman, 2009).
Indeed, the five ideal-typical values of journalistic ideology identified by Deuze (2005) continue,

it would seem, to shape journalistic identity today: journalists provide a public service; they
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strive for objectivity, that is, impartiality and neutrality; they must be autonomous, independent,
and free to do their work; they have a sense of immediacy, a feeling for what is ‘news’; and they
have sense of ethics, a feeling for what is just. In practice, these values are constantly negotiated
and their meanings redefined depending on circumstances. Moreover, individual journalists
approach them in a number of different ways (Donsbach, 2008). Scholars note a wide variety of
journalists’ role perceptions (Hanitzsch, 2017; Mellado et al., 2016), with some emphasising
objectivity while others adopt a more activist position with their work as either public service or
mobilizer (Skovsgaard, 2014). Important here is the fact that in journalism, as in artistic
journalism, the conception, perception, enactment, and performance of a given role may be
asynchronous (Mellado et al., 2016). In other words, there are gaps between what journalists
“ought to do, what they want to do, what [artist]3 journalists do in practice, and what they say
they do” (Hanitzsch & Vos, 2017, p. 124).

As mentioned earlier, the defence of ideology, norms, and values by journalists is at the heart
of what scholars consider to be the boundary work shaping the profession (Carlson & Lewis,
2015). Twentieth-century ideological debates within journalism resulted in professional codes of
conduct such as the 1954 Code of Bordeaux (Nordenstreng & Topuz, 1989), as well as a
manifold of ethical guidelines (Accountable Journalism, 2015). For journalists themselves, these
values are distinct from what journalism is today. As they see it, their “genuine will to depict
realities as they are” (Reich & Barnoy, 2020, p. 978) sets them apart from, for example,
politicians, commercial workers, or PR officers who, in following their economic, political, or

social grant visions of the future (Dunmire, 2010), depict realities as they want them to be, or

3 Square brackets added by author; this observation applies to the artistic journalism field as

well.
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create fagades. There is a belief among journalists that their loyalty to depicting reality
distinguishes them from those who create fiction (Schaeffer, 2009), as well as those who
deliberately seek to destabilise societies and information networks by producing fake news
(Tandoc et al., 2018). At the same time, the everyday reality of news work involves the constant
contestation, negotiation, and reshaping of the discipline’s values by journalists themselves
(Reich & Barnoy, 2020). My goal here is to show how artist-journalists work with journalistic

values, and how these interact with what they consider artistic values.

Practice

In terms of practice, this study examines the anatomy of an artistic journalism practice. Much of
the news industry functions as a well-oiled machine built to make instantaneous decisions about
what qualifies as current affairs, based on a more or less set range of selection criteria (Harcup &
O’Neill, 2017), and then to respond by issuing a range of fact-centred formats, such as a
breaking news story, a human interest story, an obituary, or a reportage.

What this machine lacks, however, is a stop button to allow space for reflection and
experimentation with new forms (Zelizer et al., 2021). Rather, the industry’s daily practice is one
of constant news production in line with scripted routines and deadline structures, perhaps aiding
newsroom journalists to create news products within a given format and adapting to changes
already proven to be efficient or effective. These daily procedures create the impression that the
the institution remains intact.

At the same time, in response to the contemporary condition of permanent insecurity
(Hesmondhalgh & Baker, 2011) and increased audience demands for multi-layered perspectives
(Costera Meijer, 2022), the industry is subject to continuous reform. From changing techniques

to changing business models, practices are frequently revised and transformed, though essential
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values must remain intact. The emphasis, then, is on reform “without sacrificing the essentials:
telling, explaining and interpreting what is happening in society, using techniques and tools to
guarantee veracity” (Lopez-Garcia et al., 2020, p. 199). Moreover, these dynamics increasingly
characterise news work not only inside institutions, but outside the news machine as well, in
practices that are too complex to be examined through the lens of institutional boundary work
(Deuze & Witschge, 2018). This complexity becomes especially clear when one asks the classic
questions of the journalism trade: the who, when, where, why, and how of the practice.

First, the question of who makes news has become complex, as today’s news industry is a
dense network of human and non-human actors that includes Al, social media, ordinary citizens,
and professionals (Hermans et al., 2014; Lewis et al., 2019; Rogers, 2014). These actors operate
in sometimes interchangeable and overlapping roles, in ways that challenge such traditional
binaries as news consumers/producers, or sources/reporters (Ahva, 2017; Ryfe, 2018; Witschge
& Harbers, 2018). Together, they make the news in constellations that are constantly shifting,
and which can hardly be described in terms of strict boundaries.

Second, when journalism takes place is also hard to pinpoint. Reich and Barnoy (2016) argue
that reporting processes are both simple and complex at the same time. They are simple in as
much as there is a certain linearity from beginning, when the journalist locates a potential topic,
to end, when that topic is published as news. However, they are complex because of the “endless
potential for combinations of sources, technologies and news practices” (Reich & Barnoy, 2016,
p. 478). Furthermore, news workers today must be “on” around the clock, always reachable and
in contact with sources, which results in a blurring of time-related professional and private
boundaries (Bélair-Gagnon et al., 2024). If there are any temporal boundaries that set journalism

apart, they seem almost impossible to identify.
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Third, the issue of where journalism takes place has become flexible, with journalists now
working from a variety of locations such as shared offices, catering establishments, homes, and
newsrooms (Anderson et al., 2015; Berry et al., 2010; Mabweazara, 2011). The question of
location also applies to the appearance of journalism as an artefact, with publication now
expanding to cover radio, TV, newspapers, websites, blogs, newsletters, podcasts, podia, public
spaces, and, as this dissertation shows, a variety of artistic genre-specific platforms. Where
journalism takes place is thus highly dynamic.

Fourth, it is ever more difficult to say why and how journalism takes place, in an environment
where journalists face the constant pressure of job insecurity (Deuze & Witschge, 2018;
Hesmondhalgh & Baker, 2010), and the commercial interests of news media owners intermingle
with the everyday practices of newsroom journalists (Coddington, 2015). Reciprocal
collaboration with target audiences and affected communities further problematizes the question
of why and how journalism is done (Lewis et al., 2014).

Newsmaking has become so heterogeneous that although dominant, branded newsrooms with
permanent journalists remain, much of the who, when, where, why, and how of the practice is
increasingly fluid. One such example is Femke Herregraven’s Taxodus (2013), a “serious” online
game based on real-world fiscal reports that represent how organisations avoid paying tax via tax
havens, with the aim of providing insights into the fundamentals, locations, and impact of the
offshore economy. Newsrooms frequently “gamify” news (Kwong, 2018), and Taxodus indeed
received funding support from both arts and journalism sources. Herregraven demonstrates the
multiple ways in which professional work can be picked up in scholarship as journalism. For the

purposes of the present study, Taxodus is an excellent example of artistic journalism.
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In sum, this study positions artistic journalism within the sociological landscapes of news and
art, as a practice that both mirrors and transforms their professional terrains. The next section
guides the reader further across this peninsula, outlining how each chapter explores a different

part of its shifting contours.

Structure of the Dissertation

The study contributes to the field of journalism studies by exploring the intersecting worlds of art
and journalism. As mentioned previously, the research process felt like exploring a rarely visited
peninsula, for which I followed an ethnographic approach (Chapter 1). Digging into the
peninsula’s geology revealed that it had not appeared recently, after some kind of volcanic
eruption, but has in fact always been there and merits greater investigation precisely for its
promising diversity (Chapter 2). As a former journalist and artist myself, I had previously
experimented with what the peninsula had to offer, but the goal of this new excursion was to
gather samples of species that other practitioners pointed out to me. These species seemed, in
their responses to the peninsula environment, to be in a constant state of change, and I drew up a
provisional typology to understand what I was observing and what I wanted to explore next
(Chapter 3). I trailed practitioners along the peninsula, setting up camp and joining tribes formed
around a specific genre with its own rituals, conferences, awards, and aesthetic admirers. |
followed seasoned travellers and inhabitants who revealed themselves to be gatekeepers —
intermediaries between journalism and the arts (Chapter 4). I stayed with some tribes for a while,
developing case studies of journalistic theatre (Chapter 5) and arts-driven future-oriented
journalism (Chapter 6). Although my explorations feel far from over, I drew my adventures to a
close and now present my investigations and reflections to a readership of far more experienced

explorers, in the hope of learning from their wisdom.
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Chapter Composition & Research Questions

Chapter 1 sets out the methodological rationale and research questions for the various studies
that underpin the project. Mine is an ethnographic approach, and I adopted a grounded theory
methodology to develop and compare new and existing theories on the development of
journalism as field, with a focus on production processes and professional identity. I discuss
population, crafting instruments, and the place of literature in this chapter, along with my role as
researcher (with a professional background in both the arts and journalism). Chapter 1 answers
the question (RQ1): How can I explore artistic journalism?

Chapter 2 highlights key areas of tension in the academic literature on forms, values, and
practices at the intersection between journalism and the arts. The chapter proposes a continuum
of artistic journalism through which the practice can be studied away from the never-ending
debates about whether or not a specific production counts as journalism or art. This was an
important first step. The continuum maintains that there is a confluence in terms of forms,
values, and practices between the two historical bedfellows of journalism and art, and that they
are intimate again today. Chapter 2’s relevance became more apparent when offering the case
studies up for review, which reviewers consistently recommended reframing in terms of art
history as opposed to journalism studies. These peer reviews also helped me to understand that
the real problem was not so much my intersectional approach as the fact that journalism studies
itself is divided into the two schools of thought described above, and that my stance in relation to
these debates needed clarifying. Nevertheless, Chapter 2 resulted in the article “Artistic
Journalism: Confluence in Forms, Values and Practices” in the UK-based journal Journalism
Studies (Postema & Deuze, 2020). Other scholars have since referred to the study, amplifying its

relevance in the field. Chapter 2 answers the question (RQ2): How can journalism as a form of
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art (i.e., artistic journalism) be explored beyond a dichotomous relationship between journalism
and the arts?

Chapter 3 details a typology for case selection. It follows on from Chapter 2°s conceptual
discussion of aesthetics, and extends the methodology of Chapter 1. I developed the typology of
aesthetics to better understand the development and complexities of the field, along with its
relation to journalism. I plotted a selected sample of artistic journalism cases along an axis of
sensuous and affective dimensions, and then analysed the cases per quadrant, to propose four
discrete variants of artistic journalism. These are: aesthetics evidence-driven; professional
knowledge-driven; emotional response-driven; and news as shared experience-driven. In the
chapter, [ suggest that the aesthetic and inter-embodied qualities of such news work make up
artistic journalism, and maybe journalism more broadly, today. Chapter 3 answers the research
question (RQ3): How can artistic journalism’s various combinations of sensuous and affective
qualities be classified and categorised for comparison and pattern recognition?

Chapter 4 explores the shared concerns of what I call intermediaries between journalism and
art, to explore and understand the challenges, opportunities, and key questions that arise at the
intersection of the two domains. The last two decades have seen such intermediaries organise
networks of artist-journalists around the world, specifically to collaborate and bridge between the
two spheres. Through a series of in-depth interviews, I document central issues, how the
intermediaries solve problems, and how they shape practices of artistic journalism. Interviews
were held from September 2021 to November 2022 with professional intermediaries between
artists and journalists in Austria/Japan, Canada, the Netherlands, Peru, Poland, the UK, the USA,
and Zimbabwe. Some of the key issues that I identified include the efforts required for

vocabulary alignment, managing expectations on what counts as professionalism, dealing with
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uncertainty as a structural feature of work, and dealing with clashes of occupational values, such
as for example in relation to autonomy and rigour. My findings suggest that these practitioners
and intermediaries feel that they are shaping the contours of an emergent practice. The chapter
was published as “Intermediaries between journalism and arts: Shared concerns, work processes
and strategies outlining an emergent practice” in the Switzerland-based journal Journalism and
Media (Postema, 2024). Chapter 4 answers the research question (RQ4): What are the key issues
encountered by intermediaries between journalism and the arts?

Chapter 5 provides a detailed case study of what I call journalistic theatre, through a
discussion of the Teatro di Nascosto, an international group based in Italy that stages public
events in the Middle East and Europe. The data-gathering for Chapter 5 was conducted during
the earliest stages of the dissertation project, and is the case that I selected first as a ground on
which to build further theoretical sampling, as is common in grounded theory (Urquhart, 2013).
Employing a reconstruction method, the chapter explores the production process of The Catwalk
(Henneman, 2018-present), a series of performances at various locations in the Middle East and
Europe focused on people’s everyday lives and emotional responses to current affairs and
conflicts. The chapter offers three main perspectives on news work at the intersection of
journalism and performance art. First, that news work can benefit from so-called live experience
performance, for which an artist-journalist engages in closer relationships with those in conflict
areas than a conflict journalist usually might. Second, that empathy-driven news work offers
performers and audiences a sense of hope in recovery and healing, drawn from communal
experiences, and accentuates the so-called emotional turn in journalism with a focus on
compassion. Third, that journalistic theatre’s physicality extends news work with the stage as a

platform, and warrants a perspective of embodied journalism, highlighting the human body as a
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medium. The chapter was published as “Journalistic Theatre: A Case Study of Reporting on
People’s Emotional Response to Current Affairs with the Body as Medium” in the US-based
International Journal of Communication (Postema, 2023b). Chapter 5 answers the research
question (RQ5): How does Teatro di Nascosto’s The Catwalk incorporate work processes and
values that are particular to journalistic practices?

Chapter 6 provides a detailed case study of a knowledge-driven variant of artistic journalism.
The case concerns the work process of Dutch artist Robert Glas (1986) and the creation of his
work Absence of all Guilt (Glas, 2020). Glas investigates how nation states deploy technology to
enforce the law. I look at the artwork’s two-channel video installation as well as the main film’s
premiere, which was followed by a public debate between Glas and legal experts at De Balie,
Amsterdam, on April 7, 2020 (Rutenfrans, 2020). The topic of future-oriented news work, which
looks at what the future will, or might, be like, has become increasingly prominent among
journalism scholars, and Chapter 6 proposes Glas’ work as exemplary of an artistic approach to
such future-oriented work. The case draws attention to the potential uses of fiction in journalism,
and how those working in intersecting practices navigate between worlds, intertwining the
pleasures and precarity of multiple domains. Furthermore, it highlights the significance of an
artist-journalists’ signature style and suggests that journalism studies, in its approach to form,
would benefit from a pluralistic view of aesthetics in news work. Chapter 6 answers the research
question (RQ6): How does Robert Glas’ Absence of all Guilt incorporate work processes and
values that are particular to journalistic practices?

The dissertation adheres to the APA style guide (7" edition). However, as was required by

the journals in which they were published as articles, Chapter 2 follows Harvard style
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referencing, Chapter 4 uses the Chicago (author-date) style, and Chapter 5 the APA style guide

(6" edition).

In bringing these chapters together, this dissertation positions artistic journalism as both an
analytical framework and a lived practice that bridges art and news work. It shows a world where
artists and journalists meet on shared ground, where aesthetic and journalistic practices evolve
together and continually inform one another. From this peninsula, this study also offers a vantage
point from which scholars and practitioners are invited to reconsider (and admire!) journalism’s

cultural, affective and creative horizons.
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