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Abstract
Covid-19 imposed many difficulties for the execution of television journalism. The widespread health 
hazard and the social distancing rules applied became defining factors in this situation. In this adverse 
context, this research aims to study the technological and procedural innovations that journalists applied 
to continue reporting, and that resulted in the transformation of audiovisual language in newscasts. The 
objective is to recognize the changes that were applied in the production of images and sounds during 
this stage, which affected audiovisual creation on a global scale. For this purpose, the qualitative ap-
proach was used, it is a basic and descriptive research in which the analytical method was applied, and 
semi-structured interviews were conducted to Peruvian television journalists. The results allowed us to 
recognize the reconfiguration of the audiovisual frame where the images of the informative content chan-
ged due to the use of a hybrid of television cameras, video calls and cell phones to record them. It was 
also recognized that the intensive and conjunctural use of live dispatches caused the predominance of 
the sequence shot during this period, in addition, all this diversity of materials was homogenized through 
post-production. This allows us to conclude that a new stage of hybridization of audiovisual discourse 
has occurred due to a phenomenon extrinsic to the television sphere, which was caused by the disruptive 
appearance of the pandemic.
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Resumen
La llegada de la Covid-19 impuso muchas dificultades al periodismo televisivo. El peligro sanitario gene-
ralizado y las normas de distanciamiento social aplicadas se convirtieron en factores delimitantes en esta 
situación. En este contexto adverso, esta investigación pretende estudiar las innovaciones tecnológicas y 
procedimentales que aplicaron los periodistas para seguir informando, y que trajeron como consecuencia 
la transformación del lenguaje audiovisual en los noticieros. El objetivo es reconocer los cambios que se 
aplicaron en la producción de imágenes y sonidos durante esta etapa, que afectó la creación audiovisual a 
escala mundial. Se utilizó el enfoque cualitativo, siendo una investigación básica y descriptiva en la que 
se aplicó el método analítico y se realizaron entrevistas semiestructuradas a periodistas de la televisión 
peruana. Los resultados permitieron reconocer la reconfiguración del encuadre audiovisual donde las 
imágenes de los contenidos informativos cambiaron debido al uso de híbrido de cámaras televisivas, 
videollamadas y celulares para registrarlas. También se reconoció que el uso intensivo y coyuntural de 
los despachos en vivo provocó el predominio del plano secuencia durante este período, además toda esta 
diversidad de materiales se homogenizaba a través de la posproducción. Esto permite concluir que se ha 
producido un nuevo estadio de hibridación del discurso audiovisual a causa de un fenómeno extrínseco 
al ámbito televisivo, que fue provocado por la aparición disruptiva de la pandemia. 

Palabras clave
Periodismo, lenguaje audiovisual, hibridación, innovación, encuadre, posproducción, televisión.

Introduction
During Covid-19, the public resumed the consumption of traditional 

media news, because they had more confidence in them (Casero-Ripollés, 
2020). That happened despite the drops in advertising revenues due to the 
economic crisis generated by the pandemic (Lewis, 2020), which, with the 
confinement, led to the rise of audiovisual narrative and the renewed interest 
of the public in genres such as entertainment and information (Arana et al., 
2020). As for television, it was repositioned and gained social position and 
the interest of the citizenry (Casero-Ripollés, 2021).

In this context, journalism played an important informative and social 
role, as had occurred in previous health emergencies (Lázaro and Herrera, 
2020). However, journalism has experienced challenges, having to reorga-
nize to continue with the production of information during Covid-19 (Gon-
zález et al., 2021). In some regions of Latin America, the work of journa-
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lists has characterized by lack of health protection, labor instability and the 
absence of regulations or ethical codes that allow them to properly perform 
their work (Hernández, 2020; De Frutos and Sanjurjo, 2022). They adopted 
what some authors call remote journalism, implementing labor formulas to 
work remotely using video calls or work in the cloud, which would be les-
sons to be applied in content production (Túñez et al., 2020). In this sen-
se, television intensified the use of non-televisual technical elements much 
more than before the pandemic, such as video calls; but also, the use of te-
levision devices such as transmission dongles for live dispatches intensified 
(Blas et al., 2020). It is a process that had already been occurring for some 
decades, in which the different information and communication technolo-
gies were increasingly integrated. In any case, Covid-19 pandemic accele-
rated the media convergence between different technologies, which allow 
the production of audiovisual content. Therefore, the object of study of this 
research will be the Peruvian television newscasts and the transformations 
that were applied in its audiovisual language from the appearance of Co-
vid-19 to its Omicron variant.

Hybridization and audiovisual language
Audiovisual language is understood as the set of images and sounds 

used to tell a story (Nicolau, 1982; Jaramillo, 2008; Fernández and Martí-
nez, 2014; Bedoya and León, 2016; Karbaum and Torres, 2020; Karbaum, 
2021). The also called audiovisual discourse by some authors (Caballero, 
2019; Chatman, 1990) is the modal expression of that story being told (Or-
tiz, 2018). Other authors call it audiovisual text codes (Tamayo and Chau-
me, 2016). Despite its evolution for more than a century, there are still those 
who accept and others who argue about whether it is a language or not, with 
its own characteristics and functionalities (Martín, 2002).

Audiovisual language is structured based on two processes operationa-
lized by the mind of the audiovisual creator: the selection and combination 
of images and sounds (Apareci, 2009; Fernández and Martínez, 2014; Be-
doya and León, 2016). At the operational level, the selection occurs through 
the creation of the frame, while the combination takes place in the editing or 
post-production (Bedoya and León, 2016), being the framing and editing the 
most important components of a film or audiovisual work (García, 2003). 
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Therefore, both will be the analysis dimensions of the audiovisual language 
category that guides this research.

Narrative forms in the postmodern era go through a hybridization pro-
cess, in which the substance and form of stories intermingle among the va-
rious genres and give rise to hybrid texts that are manifestations of histo-
rical, cultural and economic forces that emerge at the local, national and 
regional levels (Kraidy, 2005). These hybridizations materialize in different 
areas of audiovisual creation and are manifested from the creation of the 
stories, through their recording and post-production. In this regard, Gómez 
(2010) suggests that these mixtures occur in audiovisual aspects through the 
combination of discourses, formats (analog versus digital), storylines, re-
presentation forms and stylistic features. This is understood if it is contex-
tualized in a global phenomenon, in which television genres merge giving 
rise to new discursive species -such as reality shows- that are integrated in 
a new genre: the docudramatic (Gordillo, 2009). These formats are mixed 
within a panorama of transformation propitiated by the convergence of dis-
ciplines and technologies that respond to the need of audiovisual production 
to generate new content (Saló, 2019). This hybridization also results from 
the convergence of media such as television, internet, social networks and 
cell phone technologies (Arana et al., 2020) which is inserted within a con-
text prior to the pandemic, where a hybrid media system was already posed 
and a balance was established between the traditional media logics of pro-
duction broadcast and consumption, with other more current ones that deter-
mine circulation, recirculation and negotiation (Chadwick, 2017). It should 
be noted that this is in addition to several factors that had been influencing 
the supply of television information and conditioning its quality, affecting 
television channels, since they must face situations such as: intense compe-
tition, the type of ownership of television stations and dependence on adver-
tising (Esser et al., 2012).

Currently, the pandemic has led to the implementation of mixed audio-
visual production systems that were based on a hybridization of media; part 
of this hybridization was manifested in the incorporation of domestic areas 
within the audiovisual production, such as when interviews or broadcasts 
of drivers were made from their homes (Túñez et al., 2020). The above is 
a sample of all the changes in the audiovisual narrative that also influen-
ced the number of cameras used, lighting and scenography that ended up 
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responding to the specific quality of what was imposed by the crisis (Blas  
et al., 2020).

Regarding citizenship, the pandemic led to the reconnection of audien-
ces with traditional media news, especially young people who are more con-
nected to the Internet and social networks (Casero-Ripolles, 2021; Monta-
ña et al., 2020). With respect to this public, the pandemic encouraged them 
to participate collaboratively with the media to produce content, which in 
the future could become a linking strategy for these segments (Túñez et 
al., 2020). In this context, citizens had very specific concerns regarding the 
creation of a cure or vaccine, symptoms, contagions, medication to counte-
ract the effects of the pandemic, among others; these concerns tried to be 
solved by consulting traditional media (Mullo et al., 2021). In this sense, 
Apuke and Omar (2020) state that news coverage also responded to issues 
such as cases and mortality rate, public panic and fear, preventive measures, 
treatment and costs, policies, and social impacts, among others.

The reporting of these issues demanded the reformulation of production 
processes, which also implied a hybridization in the audiovisual discour-
se that, in this case, is analyzed around Peruvian television news programs.

Framing and audiovisual post-production
The television frame is the result of the selection process of a portion of 

reality, which will be recorded with the camera under certain square or rec-
tangular limits (Tamayo, 2000). This delimitation is defined by the format 
of the medium, where the production is taking place and, therefore, how 
it will influence the aesthetic variations presented (Fernández and Martí-
nez, 2014). At the same time, it entails a spatial dimension with a determi-
ned duration (it may or may not have movement), in addition to possessing 
a sound dimension and manifesting a narrative point of view (Bedoya and 
León, 2016). In this regard, it is important to mention that the frame is built 
through composition, which is the process of ordering the elements that will 
appear in the shot, and which, by its nature, is classified into composition by 
selection, by arrangement and by design (Fernández and Martínez, 2014).

Post-production is the stage in which the recorded image and sound are 
transformed into the final product that the viewer will see (Bestard, 2001). 
In this process, editing is carried out, whereby the different recorded mate-
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rials are arranged, the story is structured and spatial-temporal continuity is 
given (Estremadoyro, 2004; Francés, 2003). Then, image and sound post-
production is carried out, which improve the original conditions and help to 
highlight very specific aspects that are to be emphasized in the journalistic 
report (Sifuentes, 2018).

Post-production helps to highlight some audiovisual elements by provi-
ding visual and/or sound legibility, in addition to the application of ethical-
legal protection; this process also encourages audiovisual enrichment when 
there are not enough supporting shots (Karbaum, 2021). Finally, it is impor-
tant to mention the contributions of digital post-production to non-fiction 
stories, especially to documentaries, which were classified by Vidal (2014) 
according to the following modalities: hyper production, pictorialism, ani-
mation and collage. These formal trends that have transformed the audiovi-
sual discourse in the documentary genre have also been applied in television 
journalism since television channels were migrating towards digital tech-
nology, which has allowed the enrichment and discursive hybridization of 
news content (Karbaum, 2021). This should be understood through a global 
process in which the computer becomes a meta device that allows the coe-
xistence and mixing of different creative supports that are the product of de-
sign, typography, animation, painting, and cinematography. These langua-
ges are mixed in post-production thanks to the quality that now they all have 
in common, they are digitally created (Manovich, 2012). 

Methodology
This research is basic and descriptive because it analyzes the transfor-

mations that were applied in the audiovisual narrative of Peruvian television 
news programs during the Covid-19 pandemic. For this purpose, the analyti-
cal method was used, since the audiovisual language was studied from its 
dimensions, which are framing and post-production, each one from its cons-
titutive elements. The qualitative approach was applied for conducting this 
work, because it admits the study of human representations and social ima-
ginaries (Katayama, 2014). This approach allows collecting the views, per-
ceptions, or opinions of the participants in the object of study (Krause, 1995; 
Creswell, 2013), for which the following research questions were posed:
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General question

How was the audiovisual language of Peruvian newscasts transformed 
during the Covid-19 pandemic?

Specific questions

What changes were applied in the creation of frames and images in Pe-
ruvian newscasts during the Covid-19 pandemic? What were the innova-
tions in journalistic post-production in Peruvian newscasts during the Co-
vid-19 pandemic?

To obtain the information, the semi-structured interview technique was 
applied, because, according to Corbetta (2007), it is important for people to 
respond to the demands of the topic under a strategic research plan. In rela-
tion to this, a purposive sample was delimited which, following Vasilachis 
(2006), responds to the specific topics and interests demanded by the object 
of study, for which a questionnaire validated by experts was elaborated and 
applied. The choice of interviewees was made by applying the snowball te-
chnique, with which interviewees recommend other participants so that they 
can be called to the study by virtue of their characteristics (Creswell, 2013). 
Journalists who met these criteria were selected for this study: 

•	 All of them worked in one of the three Peruvian channels with the lar-
gest national broadcast: Latina, América Televisión and TV Perú (the 
first two commercial channels with the highest ratings; the last one, a 
state-owned channel with the largest number of stations in the country).

•	 The interviewees were chosen for their specific positions, in or-
der to collect information about the audiovisual television narrative 
applied during the Covid-19 period.

•	 With these selection criteria, the sample was composed of 12 inter-
viewees, and the following journalists were consulted:

•	 Rosario Sumarriva, general executive producer of Noticias en Lati-
na (RS/Latina), with 29 years of experience.

•	 Fernando Velásquez, producer of América Noticias Edición Central 
(FV/América), with 40 years of experience.

•	 Guillermo Noriega, producer of TV Perú Noticias (GN/TV Perú), 
with 18 years of experience.
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•	 Lourdes Túpac Yupanqui, reporter and host of Latina (LT/Latina), 
with 13 years of experience.

•	 Roberto Wong, reporter and host of TV Perú (RW/TV Perú), with 
20 years of experience.

•	 Fernando Llanos, reporter and host of América Noticias Edición 
Central (FL/América), with 27 years of experience.

•	 Javier Manrique, cameraman for América Noticias Edición Central 
(JM/América), with 11 years of experience.

•	 Luis García, cameraman and camera director at TV Perú (LG/TV 
Perú), with 22 years of experience.

•	 Miguel Albites, cameraman for Latina (MA/Latina), with 22 years 
of experience.

•	 Samuel Sifuentes, chief editor of América TV- Canal N (SS/Améri-
ca), with 31 years of experience.

•	 Jorge Ipanaqué, post-producer of the newscast 90 Segundos de La-
tina (JI/Latina), with seven years of experience.

•	 Renato Romero, post-producer of TV Perú (RR/TV Perú), with 22 
years of experience.

All interviews were conducted with the Zoom application between Ja-
nuary and May 2022. After transcription, the data were analyzed and inter-
preted, and then coded to organize them on the basis of categories and di-
mensions shown in Tables 1 and 2, thus answering the research questions 
(Strauss and Corbin, 2002).

Table 1 
Variables for the Framing dimension

Components (Fernández and 
Martínez, 2014, Bedoya and León, 
2016).

Spatial dimension: planes, angles, space in and off, 
movements

Sound dimension: voice, ambient sounds, music

Narrative point of view: objective, subjective, interpellative 
(Casetti and Di Chio, 1991).

Composition (Fernández and 
Martínez, 2014) Composition by: selection, arrangement and by design

Media format (Tamayo, 2000; 
Fernández and Martínez2014).

Horizontal, vertical, square, television format, or other 
recording devices
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Table 2 
Variables for the Post-production dimension

Functions of the edition (Karbaum, 2021) Creation of rhythm, creation of continuity, creation of 
narrative time.

Spatio-temporal edition (Soler, 1998) Linear, parallel, discontinuous, ideological

Video post-production (Sifuentes, 2018) Colorization, titling, color correction, effects and 
transitions, graphics, and animations

Sound post-production (Sifuentes, 2018) Audio correction, leveling, music, mixing

Influencing trends from assembly (Vidal, 
2014) Hyper-production, animation, pictorialism, collage

Journalistic post-production functions 
(Karbaum, 2021)

Visual legibility, audio legibility, audiovisual 
enrichment, legal-ethical protection

Results

The sequence shot and live broadcast

If any news content stood out during the first months of the pandemic 
on television news, it was live broadcast. All interviewees agree on this as-
pect and state that LiveU backpacks were of utmost importance for its con-
duction, due to their lightness and ease of use compared to other systems. 
Regarding the audiovisual language, the predominant element in this type 
of content was the sequence shot, but unlike what was usual in the pre-pan-
demic era, these lasted much longer on the air. Since the events were shown 
at the same moment they happened -and because they had a greater per-
manence on screen-, it gave the impression of being narrated as a reality 
show (GN/TV Perú). The reporters’ discursive capacity was demanded to 
the maximum; it is not the same to make a broadcast that lasts three minutes 
in normal times, than to make another one in the context of a pandemic, with 
a duration of ten minutes or more. For this, the reporters developed their na-
rrative skills (LT/Latina, RW/TV Peru, FL/America). 
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Figure 1 
Cameraman broadcasting live stand up with LiveU backpack

Note. Obtained from https://bit.ly/3zKIDvq

The cameraman’s compositional skills were put into practice in these bro-
adcasts, since he had to apply a variety of shots, from the most open to other 
closed shots that had to be mediated by pauses or smooth movements when 
passing from one shot to another (RR/TV Peru), but without cuts, because 
they are all constituents of the same sequence shot that was being transmitted.

The interview and the hybridization of framings

One of the main journalistic genres that underwent transformations in 
the formal aspect was the interview. The use of video calls was massively 
implemented to conduct them. According to all interviewees, this became a 
technical resource to bridge the distances imposed by the pandemic. Various 
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applications were used for this purpose, such as Meet and WhatsApp, but 
the use of Zoom predominated. It should be considered that the video call 
is a technical resource of the Internet, not a television methodology; there-
fore, it offers frontal shots and does not provide greater compositional pos-
sibilities, as the interview conducted by the channel’s cameraman. In other 
words, the audiovisual language was impoverished (JM/America). In addi-
tion, the interviewees did not compose their shots well because they did not 
have the knowledge to do so, so they appeared off-center, with their faces 
cut off or poorly positioned, which made it impossible to place informative 
banners, since it would cover their faces (LG/TV Peru).

Another disadvantage is that it lacked the benefit provided by the nor-
mal interview of allowing more information to be obtained from the inter-
viewee by the same face-to-face interaction between the interviewee and the 
journalist (FL/América), and the low quality of the image and sound, which 
caused rejection by some cameramen (JM/América). Even so, little by little, 
the value of the content was recognized more than that of the form (RS/La-
tina, SS/América): “now the information was prioritized and, finally, it was 
the only way to have the interviewees. Since the pandemic, this license was 
opened because the content is what matters” (RS/Latina).

In addition, there was a progressive process of audiovisual literacy through 
which reporters or cameramen instructed interviewees to correctly compose 
their frames. Among the recommendations taught, the most recurrent were the 
horizontal placement of the camera, lighting, and the centered location of the 
interviewee (SS/America, RS/Latina, LG/TV Peru, MA/Latina).

Facing the limitation of not being able to take support shots of the inter-
views, little by little we began to innovate and started to use other resources 
to generate them, thus overcoming the initial poverty of video-call images. 
The types of support shots are detailed below:

Parallel supports. In face-to-face, this was done with the channel’s ca-
mera: the interviewee was recorded giving his or her statements in rapid 
succession and, afterwards, the reporter repeated the questions or pretended 
to listen to the interviewee. In the pandemic era, the same thing was done, 
but the interviewee was not on location.

Double framing supports. It resulted from recording the reporter ma-
king the video call in the same frame. In addition, the interviewee was pro-
jected on a PC or laptop screen. Then, both appeared at the same time in the 
shot (JI/Latina, MA/Latina), each in a respective third of the frame.
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Figure 2 
Videocall interview with dual-frame support

Note: Obtained from Benji Espinoza Abogados, January 25, 2021.

Counterplane supports. This was done with the recording of three diffe-
rent shots, in order to combine them and generate a sequence of counterplans. 
In the first, the reporter conducted the interview in a foreshortened shot, com-
posing the frame with the laptop, in which the interviewee could be seen in a 
video call; the second showed the reporter’s face; and the third was the recor-
ding of the video call from the same computer or with the channel’s camera.

Another quality that is relevant to note is the use of video calls; on the 
one hand, they were used to extract fragments -bites- that were incorpora-
ted as part of informative notes, special reports or reports. Another modality 
was the video call as a resource to carry out the complete interview, which 
was then broadcasted on the air. In this last modality, the video call was bro-
adcast in full frame or shared the location with other subframes from the set 
where the journalist was and another one with support shots. 

Figure 3 
Counter plane incorporating video call

Note. Obtained from America News, March 23, 2020. 
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In any case, video calls enable to incorporate a non-televised spatiali-
ty within television broadcasts, i.e., the environments from which the inter-
viewee communicated (such as his home, his car, his work, among others) 
were shown, which implies a hybridization in the way in which the compo-
sition of television frames was understood.

Figure 4 
Interview conducted by video call as part of a briefing note.

Note. Obtained from Universidad Peruana Cayetano Heredia, August 13, 2020.

Figure 5 
Interview via video call live broadcast 

Note. Obtained from Universidad Peruana Cayetano Heredia, May 5, 2020.
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Composing from distance

Once the health emergency was declared, the order was to cover news 
maintaining the necessary distance for both reporters and cameramen (RS/
Latina, FV/América, GN/TV Perú, MA/Latina, JM/América). This order 
implied that distance became a production reference for two important vi-
sual elements in the construction of journalistic content: support shots and 
on-location interviews. Hence, it can be established that this was a time of 
mainly descriptive shots over narrative ones, since very open frames were 
recorded in large numbers; in addition, it was complemented using devices 
that allowed the recording of aerial panoramic shots, such as drones.

The difficulty of the coverage also made it necessary for reporters to 
take back-up shots, who were trained to record a variety of horizontal shots 
with their cell phones, replacing the cameramen when they were absent due 
to illness (LG/TV Peru). Other stations began to implement cell phone co-
verage (FV/América, SS/América, RS/Latina), which is a first step towards 
the application of mobile journalism or MOJO, for its acronym in English. 
Likewise, citizens also contributed with their records, which were also used 
as supporting footage (MA/Latina, SS/America, RR/TV Peru).

In these circumstances, the use of the optical zoom to zoom in on objects 
in the frame was essential, especially in locations where there were crowds 
of people, or in those where the commission was dealing with the dead or 
sickness, which could pose a risk of contagion for journalists (LG/TV Peru, 
JM/America, MA/Latina).

An audiovisual feature of the application of zoom was in the on-location 
interviews. As the cameraman and reporters were farther away from the inter-
viewees, the shot had to be closed using the zoom and refocusing on the inter-
viewee, which caused the background surrounding the character to appear out 
of focus (JM/America, LG/TV Peru). Although it may be considered unim-
portant, most of the interviewees mentioned the set of protective elements that 
had to be worn during the most acute period of the pandemic; among them, a 
prominent element was the rod they used to place the microphone and distan-
ce themselves from the interviewees: “In interviews you zoom in and, by ad-
justing the focus, the background was out of focus, it was more cinematogra-
phic [...], and you got used to composing with the rod” (JM/América). 

The cameramen agree that the regulations established by state institu-
tions for conferences or interviews favored the composition of frames. The 
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negative side of this regulation is that cameramen can no longer enter res-
tricted places, such as the Congress chamber. In previous times, many jour-
nalistic scandals arose from recordings in which cameramen recorded con-
gressmen in questionable actions, such as watching inappropriate content 
on their cell phones or sleeping during congressional debates, among others 
(JM/América): “We lost the coverage on the chamber, the revelations of 
what the congressmen were doing; gestures are essential in politics, and 
they cannot be recorded” (JM/América).

It should be noted that, depending on the possibilities of coverage, content 
will be generated with different recordings, including cell phone recordings, 
shots taken with the channel’s camera and images obtained with the drone, as 
well as a diversity of horizontal and vertical framing (FL/America, FV/America). 

Figure 6 
Reporter with spacing rod 

Note. Obtained from https://bit.ly/3vq8Fl4
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Post-production as an integrating process

One of the functions of post-producers is to improve the conditions of the 
recorded material to provide quality and optimize its legibility. In this regard, 
post-producers agree that, although video calls were a resource that made it 
possible to continue conducting interviews, they also had technical issues.

Occasionally, the image would freeze or the interviewee’s frame would 
appear in black; as for the audio, it could be recorded choppy or not recorded 
in parts. If the interviewee was wearing a mask, the bad fragment was repla-
ced by another where the character was better seen, since the mask allowed 
this replacement as the lips were not synced with what was being said. Re-
garding the audio, effects were applied and, in case it could not be solved 
and the statement was very important, it was subtitled.

On the other hand, Video calls are characterized by low screen resolu-
tion, which does not compare with the image quality provided by the chan-
nel cameras. To reduce this condition somewhat, post-producers resorted to 
these options: 

Placing the video call with the frames of its protagonists -interviewee 
and interviewer-, where both were observed. 

Combine the video call with reference images, since they placed the vi-
deo call in a frame and, next to it, another frame with supporting shots of 
the narrated subject. 

Replace the shot of the video call with supporting shots of the topic dis-
cussed in the whole frame, while the interviewee’s statement continued to 
be heard in voice-over.

In the innovations for the generation of support shots explained above 
—parallel supports and counter-plane supports— the post-producer played 
a fundamental role, since he was in charge of combining this variety of ima-
ges into a coherent edit.

Video calls were not the only ones that were difficult in terms of support 
shots. This was also the case with political news stories because cameramen 
were limited in their ability to take supporting shots. There were also news 
stories that relied on Zoom’s recordings of political meetings. To comple-
ment this lack of audiovisual material, images were obtained from the chan-
nels’ archives, which were inserted by the post-producers (JI/Latina, RR/TV 
Perú): “It was a challenge to creativity to cover up stories that had no sup-
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port; the archive was fundamental, but we had to make sure that the images 
were not so old” (RR/TV Perú).

To solve this deficiency, fragments of shots extracted from live dispatch 
recordings were also used. To do this, the editor had to observe and execu-
te the cuts in fragments where the shot had a pause that allowed the process 
to be done with solvency, allowing to reuse this record in the new content 
being edited (RR/TV Peru). Another option applied was to extract support 
shots from Sunday programs, which already had post-production because 
they usually have more time to perform these applications (JI/Latina).

Figure 7 
Homogenized vertical register with animated background  
for horizontal ratio

Note. Obtained from Latina Noticias, June 10, 2022. 

It has already been detailed that newscasts can produce news content 
with the television station’s own cameras plus recordings from other devi-
ces such as cell phones. This condition increased during the pandemic; in 
this sense, the post-producers state that they conduct an adaptation process 
of these recordings, because most of citizens make them using the cell pho-
ne vertically. For this, they must adapt these shots to fit the horizontal set 
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to broadcast their newscasts. To avoid the generation of black stripes in the 
frame, animated backgrounds with elements identifying the newscast are 
added, as shown below: 

Finally, there is the role played by editors in the creation of news con-
tent, applying different journalistic criteria that, in such a critical period as 
the pandemic, did not increase fear, panic or morbidity among the popula-
tion. In this regard, there were precise indications from the producers for 
the selection of the shots to be used. To this end, we also worked with open 
shots generated by the cameramen, or with subtle non-explicit shots of CO-
VID, always respecting the viewer’s sensitivity first (RR/TV Peru). And, to 
continue with the editing of contents, if there were doubts about a controver-
sial or shocking material for public sensitivity, the producer of the newscast 
was consulted (JI/Latina), or it was contrasted with what was established in 
the style manual of the channel’s news service (SS/América).

Conclusions and discussion
The audiovisual language of Peruvian newscasts during the Covid-19 

pandemic was transformed, demonstrating a series of discursive hybridiza-
tion. Regarding audiovisual hybridization, mixtures were already occurring 
before Covid-19, in discourses, formats, styles and representation (Gómez, 
2010). However, this is not a generalized process. Nevertheless, hybridiza-
tion processes have been taking place in television for some decades, espe-
cially in the mix of genres that manifested itself with the arrival of neo-televi-
sion since the 1980s (Gordillo, 2009). The pandemic led to the hybridization 
of non-television technologies with television to continue producing content 
(Blas et al., 2020), which, in turn, has hybridized the audiovisual languages 
that were broadcast at this stage, including the one used in television news 
programs where images and sounds from different sources were mixed and 
postproduction allowed the appropriate combination of these records from 
various audiovisual devices that were used to continue to produce.

Regarding framing, it allows to select the reality to be recorded with the 
camera (Tamayo, 2000; Bedoya and León, 2016; Fernández and Martínez, 
2014) and different composition modalities are applied in its creation: selec-
tion, arrangement and design, which will have more or less presence accor-
ding to the content that is being produced (Fernández and Martínez, 2014).
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These modalities were combined and reformulated during the pande-
mic, because distance was established in the composition by selection as 
a configurative criterion of the framing, using zoom and panoramic recor-
dings with drones. In addition, many more live broadcasts with extended se-
quence shots were added to the news programs. As for the composition by 
layout, it always took place in locations where the producers controlled the 
elements of the staging, such as the sets from which the newscasts were bro-
adcast. This situation was maintained with some sanitary protocol measures 
and that, in some way, was also achieved in the video calls, when the inter-
viewees applied audiovisual literacy to compose their frames, or when the 
cameramen planned the support shots to enrich the editing of the video calls. 
Finally, composition by design had its maximum application in the back-
grounds, graphics and other elements used in post-production that allowed 
the homogenization of images from different audiovisual sources.

Túñez et al. (2020) argue that the pandemic forced social distancing and 
it affected the media. To overcome this, journalists practiced remote journa-
lism, using tools and processes such as video calls or work in the cloud to 
follow their work remotely. In television, distancing was also operationali-
zed in the construction of the frames used in news coverage, determining the 
composition of the image, in which the use of zoom and the reconfiguration 
of the use of focal length were essential. In addition, we also resorted to de-
vices that allow wide descriptive shots, such as drones.

Post-production fulfills the homogenization function of different audio-
visual materials (Karbaum, 2021). The homogenization in this hybridiza-
tion period was intensive, because it was necessary to combine images and 
sounds from different sources, which can be classified as instrumental (ENG 
cameras, drones, cell phones, among others), of different authorial origin 
(channel cameramen, prosumers, policemen, among others) and of different 
formal constitution of frames (horizontal, vertical or square). Based on this, 
the application of some modalities of Vidal’s (2014) typology increased, and 
it is concluded that one of the most used forms was that of hyper produc-
tion, because it was used to combine the video calls with other subframes. 
Thus, it ended up composing the general framing that was broadcasted in 
the contents or informative programs such as newscasts. The other modali-
ty applied was collage, because records of different origin, time and author 
were mixed. All these mixtures are possible thanks to digitalization, and in 
a theoretical way this hybridization and operationalization of different for-
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mats -audiovisual, graphic or photographic, among others- fits with what 
Manovich (2012) called the software culture.

It is necessary to say that these transformations enable to continue in-
forming, which allowed the population to reconnect with the informative 
contents of this media, making television important again (Casero-Ripollés, 
2021), confirming that journalism plays a relevant social role as in other pre-
vious health emergencies (Lázaro and Herrera, 2020) trying to respond to the 
different issues that concerned the citizenship at that time (Apuke and Omar, 
2020; Mullo et al., 2021). These modifications in the audiovisual language co-
rrespond to a specific context, thus, in the future, it is important to be attentive 
to which manifestations will remain in the journalistic television discursivity 
and which will become circumstantial. From the above, it can also be conclu-
ded that the audiovisual hybridization went more through the formal discur-
sive aspect, which includes the creation and treatment of images and sounds.

Despite the work carried out in this research, there were some limita-
tions, especially those related to interviews with journalists from other chan-
nels; however, based on what was studied, other lines of research are pro-
posed that can address the transformations and hybridization of audiovisual 
language in other television genres, such as entertainment and fiction, or 
in other journalistic formats, such as news magazines. In addition, studies 
could be carried out on the same subject, but using other techniques, such 
as discourse analysis.
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