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e mleml Republic of Germany were leaders in its origination (Nordenstreng and
- cd States led this group with an esti-

> hours of programming per year. followed by the United Kingdom

4m,c, cs!inm!'cd at 26,000 hours cach. West Gernmany exported approximately

(1992} conceptualization, which expands Howard Becker's (19821 notion of art worlds
to include the specific roles of organizations and audiences.” To study the Amers
television industry’s perceptions of its audiences outside the United States and ¢
ways in which its foreign connterparts perceive American television entertainnien
tocus upon the eonstraing that the world of television production faces as it marke
produets internationally, In particufar we analvze factors that affect how and
American television series are modified in preparation for export abroad.
Our approach to this topie is uniqie ral wavs. First, we bring a socio

view to the study of what traditionally has been in the purview of commumic
scholars. While their research typically focuses on the efficacy and consequ
communicative process, our perspective addresses the social,
personal processes that underlie, construcet, and inform televis
uct. Second, our work differs froni most sociological rese:

others analyze television as a market or as an industrial system, we focus upe
micro-organizational ac complishment. In extending the concept of culture wor
the internationa) markel for television, we consider explicitly how the medium
from a domestic product to one that is global in scope, and how collective action s
accomplished when participants come fmm all parts of the world. In particular
exantine how issues of meaning arisig in o ultural context shape busines:

decisions, and outcomes.
¢ that our analysis is necessanily restricted to a “snapshot” of the wos

broadeast

: or who shared the same

id the smunber of hours reported indicate that pro-

xporter dominaled the globe. i the ecarly 19705, for exam-

¢ primanily to Canada, Australia, Japan,

; \ i the French commercial group

‘nt to I{ump «nth America, Japan, and 16 French-speaki tican countries,
ire and Tunisia being the major recevers on the inent. West Germany
S Surope but had limited presence bevond that

German is spoken in relatively few countries.
e the largest exporters. several other cmmm S were major
' pmgmmnnm~ tor mmumhmusi intnbutmn in other re

Sp;mish is widely spoken, and Lebanon and

Umtc( Arab Rk’{')llf)ifi were major pmduccnfm the Middle East. Analyses of flows
g non-Western countries published a decade after fenstreng and Varis's first
jor stud shcm t] at among | hm! \\nri | countries there was no substantial chang
f\n‘itmg{ H}mt ﬁum wis, however, a

tmitries and

and mpidit\' with which the gl
Muriel (mném and Joel Cantor noted in 1956, tele
fexport is a chaotic business i a chaotic market; that statement is ¢
The workings of the wternational aulture world of television are rev
ad ways, and therefore we draw upon multiple sources of mfnrm‘mn
impiu we draw npon interviews with seven exceutive-leve
through participant abservation at two industry conventions
continuing fieldwork at companies within the industry.* Iy our
focus to television series themselves, forgoing attention to the co :
technologies and svstems of distribution upon the international marketplace. 3
those developments are of consequence to the viability of the marketplace for te
sion programming, they have not affected the content of what is produced for expurt
We focus instead on chiaractenistics of the cultural product itself as part of the busiy

of the micrmational maketplace,

1¢ scholars is the question of w
$a m(‘:chzmism for both cconomic and
~catled cultural iruperialist
nbolically producing and
ion and m;mxiu{tmn of self-
posing view has come to be
) ues that the response of actual
: ; . - = Viewers to imported products is complicated and nuanced. which problematizes any
The Domestic Television Industry and International Television Flows . . iglztfmxvar}d Wté(fm of *dominition . Atiuid " Ang ..ijt .

he tween the fora i the iy st and the authen-

Communications scholars have led the study of exported television, Consist
their interest in understanding the exclimge and impact of iformation, their s¢ emerged is 1 ;ugh}) cixslmcrtm, table hvbrid cultural
arship his focused largely upon identifving the flows of programming from one ¢ ot nin which the zlobal and the local are inextrmai) ;

try to anothier and the major national exporters in the g]obal arena {see 1) l 1 Amany and Wilkenson 1992: Schwoch 1993). Research

u.)’f;;';;, Phe eardiest attenipts ab systematic documentation of exported Hnation thesis at a number of different levels, though this focus is 55“»’}"’“‘14 m“f o

gramming revealed that by the early 19708, the United States, Britain, b { the analysis reported here”
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Relevant to the d< bate over cultural dominance is the ratio of imported to dox
cally broadeast programming. ] ordensireng and Vari
upon questionnair - :
content and : : mxpnrtui versus domcs tic pr(mwnmmc* ”dn ths study,
tirst ever of the hl’(.-(.flnm nt exported television, the a s revealed that Americ
gramming prevailed i the global market, f programming, and
entertainment prc')grzmlmmg comprised a ltu por‘mm of the imported pmefuu
did other formy, such ; entstudy of Latin American t
broadeasters in Mexico, Peru, Xr%ntma Bmxd, and \vncmeh Lavia Antolaand B
4) argued that examining “audience-hours” (i, the number of hours div
ot audience for each program ides a more rr:dhsfw assessment of expos
ml;mr[ei programming and demonstrates that it is substantially lower than propon
of the dommance ply. Within Mexico in 1982, the vear of Antola and Ro

one third of the total |
channels, only tw

Bmai, :\igcntxm, (Jnlc_\ \ﬁle,\icc). ;md Peru regarding viewers' preferences for domicsii-
cally produced versus imported programs. According to the executives interviewed,
audience preferences ranked in the following descending order: locally produced DIo-
grams, imports from other Latin American countries, and last, programs from the
United States (which was the source of the greatest percentage Ofm}pm ted programs.
Lina Davis (1997} found a similar pattern of viewing preferences in Ecuador, a smaller
and less developed country than those studied by Antola and Rogers. Thes
support ngtions of a culbural discount, or “cross-border reduction in value.
and Mirus suggest, “A particular programmie rooted in one culture, and thus a
in that environment, will have a diminished appeal els ,xhc‘n*
Straubhaar 19913 The discount is less in entertainment ger
which Hoskins and Mirus argue is the single biggest reason wh\' mfﬁ?rmmmc ;
programming (rather than education- and/or information-based) dominates intern
tional flows (1058:5013.

Hamar Licbes and Eliku Katz Gggos
ern cultures, such as serialized dramas, ldw an mhmcm ulffmal [}LMU S{ at ks
them accessible and appealing in almost every region where they are imported. S

s are believed to have a unique ability to “explore apparently ¢
s {Barker 1997:93; see also I%mdmn 1()
1eir nanative stmatuw which leav

serials’ suce g 3 ]

are most faniliar with serials in the form of daytinie soap operas (originating on

radio in the 19308 and moving to television in the early 1950s), there is an astonish

ing diversity of setial narratives worldwide (Allen 1997; MeAnany and La Pastin
). Today, Latin American serials (or telenovelasi are the most exported television

z"a‘rkws and Meanings

ts in the world, with Brazil the most prolific producer and exporter (O Don-
ell 1999:3: see also Allen 19961 v
He much of hc htmmhnc ot serials’ LE()M] SUCC i(wmes ot conten t' ar genre

mpic,
n;x;..;,; leimm md m mr.s c.,xﬁu;:l ﬂ b gctm' that
m thc m’fcd Km;;dom of the Austrabian soap impor (,:giziae) % On
ound that certain cultural themes (e.g., the vouthfulness and “white-
st and the historic ties between Australia and Britain resonated with the
ence. On the other hand, they emph: that crucial to the success of Neighbors
re aspects seemingly as mundane as placement on the network schedule tearly and
afternoons, five days per week) aud re ching tie targel demographic (the 'xmzﬁ
diencel. In this instance, specific programming strategies were suceessful in placing
 the series before an audience that would bot md it and appreciate its meaning.'!
Iy, Neighbors failed to catch on with U.S. viewers for reasons partly relatec i to con-
waenre (e.g., the show’s nonmcupmmtﬁ rcah,m 1, but mostly due to factors such as
ridlock” scheduling and the brevity of the show’s run (Crofts 19g5:112)
Vhile issues of gente continue to be relevant, these findings underscore the impor-
ce of focusing primarily upon “middle-range” factors in understanding how
re imported programming comes to dominate audience preferences. Cantor

Con-

nition of American programs abmad is 4 complex and intricate proc
ny plavers both in the t 1clid
11 to conclude that “the tme I WIS HOW arrive E i’m <*ommmummm re
from a model of direct. si
tons as interactive, multicentered, and regional” f(,dnmr Jud Cantor 1{;‘)(} ) -
Rescarch on exported media identifies nunierous factors that potentially affect the

cction and extent of its How and may ter in production or distribubion of g
1¢ lead of Mowlina and of (fi;xllt'<;x' :mc[

) istribution of internationally
ted ULS, pmg,mmmmg in tlm conte \t of specific marketplaces, taking into Jnm&(,m»
ﬁ . mt tilc market i3 1l and technical consteaints on the one hand,
s rooted in culture and 1deolooy on the other.
clow we dm\tm Somie m (h se fm:m mgamze: d by m]m so that we are able lo empha-

' sz m{ttmml or culbiral vanation across countries or regions of the slobe.

Issues in Production and Distribution for Syndication
to Foreign Markets
1guage, Translation, and Culture

¢ tioted above i our discussion of the initial UNESCO report on television flows
rdenstreng and Varis 1974), exports were constrained by gitage from the very
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beginning, At first, US, exporls, for example, exports went to other 14 nglish-speakis e
countries, with the exception of Japan. Language differences can be surmonnted by
subtitles or dubbing, but a4 fundamental consideration for both buvers and sellers is lin
cracy rates of purchasing countries. Literacy is a precondition for subtitling, of course.
but not for dubbing. A representative from China to the 1998 !
us that imported programming is always dubbed because 25 pereent of the counts v s
illiterate; translations and dubbing are done in China.”? A related factor affecting the
decision to subtitle versus dub (which may be the determining factor in whether a pro-
gram can be purchased; is economic cost. Dubbing, Emu"lz necessary for some p
dmmw countries, ¢osts 5 to 10 hines as much as »ubtatlmu {Van der Weel 1990:231.

Antola and Rogers’s (1984 study of Latin American countries, discussed above
reported that Mexico was the g:&td\mp{: for translations of all products sold to Fatir
\mcucmx countries. According to their research, Mexico mhu ted that role fmm
Cuba, where nearly all lulthv for Latin America was conducted until the 1959 revo-
lution. Because of Mexico’s established filin industry, it possessed the organizatic
infrastructure and talent to take over the task. Mexico’s role as gatckeeper eventual v
grew in importance because more often than not individual countries were unable te
provide sufficient revenue to exporters that would also cover the cost of dubl Hng proc
ucts inte Spanish. /2

One reason for the vested interest among Latin American buyers in maintainin
location of dubbing and translation in Mexico (Mexico City, to be exact] is that it niakes
censorship casier. At the time of Antola and Rogers’s rescarch, cultural policy was that
certain types of stories were not allowed in muwricd products ifor example, kidna
ping, references to guerrillas, and depictions of certain types of sexual behan
episodes with this program content were simply edited out. In addition, certain English
are censared in their Spanish translation. [ndeed, a coordinator of acquisitions

Italian voice-over artists take pride in being among the most professional and expert
he world. The country’s 1050 dubbers, regnumtmsz% companies, are unionized,
ith the best becoming “stars i their own right” within Italy (Boudreaux 19983, In their
patmn i the culture w orid of mtcrmmma l\ sxnd(mtvd pm AN Con-

bber Mario I~’~m§inclli u*(pl;zmm o viewers, hmmw our voices is Ech hd\mf* Cio s¢
s at home. If the characters speak a different E‘mgmrrc. they're not fries 1<fs any-

¢” (Boudreaux 1998). When successful, this kind of intervention literally transforms
the pmdm( wito one that genuinely incorporates local cultural meaning,

A melding of technical and cultural considerations happens in other ways as well.
or example, audio chﬂ)hmf’ is done “split track,” which breaks out the voice track
om the musical track. This is done because buvers in some countries wish to retain
Anterican music as a ic:mmz of the nnpm‘tui production. which their audiences
cly seek ont as a reason for viewing. The program buver from Lithuania whom we
poke with at the 1998 NATPE convention explained that her country dubs its pro-
gramming but preserves the original soundtrack and sound effects, “whose quality is
valued and should not be sacrificed.” Fven this approach to music is complicated, as 4
enior project munager at Paramount who oversces distribution of programming

Europe pointed out to us: because lyrics are the focal point of some songs, they are
often left untranslated and are heard in English.

Eéterz‘ainment and Cultural Limits

woted earlier, entertainment-based (rather than information- or education-based
amming dominates internationat television flows (Hoskins and Mirus 19883,
though countries vary in the proportion of network schedules devoted to entertain-
for the Fox Latin American Channel told us that to this day, buvers from Latin Anerica nt. [ 1974, Nordenst treng and Varis showed that entertainment t programming typi-
are surprised (“shocked” was her term) at the vulgarity in American television and st Ely predominates when a network is commercially owned and operated rather than
gle with whether potential acquisitions can be made aceeptable to their audiences. Honcommercial or state ownied. In Japan, for example, where both network forms exist,

As the above examples II tstrate, at some point the constraints on preparing an ) ;r&cnstreng, and Varis showed that commercial stations di;*\‘ﬂk“d S0 percent of air-
exported series for airing estend well bevond technological considerations and i
matters of cultural lduqlmu in the broadest sense. One of us, while traveling in Ita
in 199y, leamed firsthand some of the more subtle wavs i which a series i
local cultural interests. In that instance, it was the prime-time sitcom “The Nanpy
{which first aired in the United States on CBS ;md is distributed internationally by
Columbia Tristar International Television). As an import it was dubbed;
Drescher’s “fingernails on a chalkboard” voice was closely mimicked fas was im‘t abor
every other Anierican actor’s voice in television and films imported to taly, inchu
many former stars like James Cagney and Humphrey Bogart). What came as a sur-
prise, however, was learning from ltalian viewers that Dresclier's character was 0o
Jewish as it is in the oviginal American version; instead. she was Sicilian and her voie
was dubbed into a distinetly Sicilian dialect. Indeed, local viewers informed us that

words

' If\ mu} t;mo e mdz pmvmmx 1G74:071 A ore recent
mple is tix( current shift i the European television system ‘bLgmn ng int the 1g7es
1980s) away from a public service radition toward privatization and a market econ-
v (Owen and Wi dmanmq“x According to Ole Prehin and Else Jensen, “While the
is in the ULS. is on entertainment and la rge audiences, the European tradition
as been to offer pmlm a variety of programs, which may nol dlmz\x athract Lﬂfrc audi-
 ences bul nevertheless are of cultural and political importance. ﬁmnwélw last decade,
- this tradition has been ¢h allenged both by the proliferation of channels and by the
political climate favouring a market oriented approach” (ggg221) In short, entertain-
1ent television is on the rise throughout Europe '
Althouigh critics of the effects of the international market often presume such prod-
¢ts are immutable and exported withoul modification, we firnd otherwise. Indesd.
those imvolved on the )mdu( tion and distibution side of international syndication ay

Sicilian accents are dubbed for any character who is u)mulm d to be “a gangster” or
otherwise a foil for cultural propriety,

!
|
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well as buyers in receiving countries recognize that many aspects of television pro.
gramming, like any other cultural product, do not necessarily translate across bord
and rust be adapted to do so. As a result, some genres of programms are selectively mar-
keted to specific regions, producers and syndicators often allow buyers to control edit
ing and other modifications for their markets, and produeers sometimes avoid «
themes and language in anticipation of the decisions of gatekeepers in foreign
kets. For example, Bradlev Bell, the executive producer aud head writer of The Bold
and the Beautiful {CBS, the most popular U.S. soap opera in the world, explains
am definitely aware of our intermational audience when 1 develop story lines .o Lt
clear of long, drawn-out trials because I think that international viewers may get bored
with endless details of how the American legal system works. . . . Romance —the foen:
of our show—is the international language” {quoted in Museum of Televisivn and
Radio 1997:1613." Below, we show some of the ways that export constraints are taken
into consideration by producers, sellers, and buvers.

Demand for particular genres like action-adventure or telenovelas, for certain forms

[u the previous section, we discussed how the placement of a sex
on a nebwork’s schedule reflects the targ foreign audience regardless of tie dome
tic audience for which the series was originally intended. But adaptations can go
beyond that. For example, telenovelas are an extremely popular form of progr:
around the (see Barker 1997 Lopez 1995 Matelski 1999, O Dom
Countries as diverse as China and Turkey are frequent buyers because they find the

stories compelling; other countries

actors cast in various A director of international s : maios
Colombian prodicer of te 3 who attended : ~ olons
bian firmns typically produce series of 166 to 120 episode '

tries, including China, may purchase only 9o or 100 episodes

some of those decisions: in many developing nations, with hours of telev
gramming to fill but relatively small budgets to acquire all genres, it is difficult to affe
long-running serials. [n the case of China, state politics was perhaps the wost impor-
tant factor shaping decisions about imported programming. Until very recently, Chi-
nese television stations were prevented from purchasing programs with more tl

and Latin American serials off Chi-

%

episodes; this government mandate kept both U
nese television for many vears Harnik 19963

In the United States, there is widespread concern aniong some groups ubout expl
depictions of sex and violence (Montgomery 1989}, and we expected to hear similas
commentary readily voiced by those who buy aud sell programming for the interna-
tiotal marketplace. In fact, few addressed the topic in conversation nuless we intro
duced it, although once we did, representatives from other countries almost withe
exception indicated that they found such aspects problematic, regardless of where pre-
_graruming originated. For example, the Lithuanian by
Cerran programiing as the most problematically explicit. and American progran:

Markets and Meanings 223

ng increasingly so, but imports from both countries were manageable. In her coun-
, all programs with sex or violence are scheduled to be broadeast after n pw.
China manages the matter of violence differently. The representative of th govern-
ent organization that handles imports of foreign programming told us at N B
action adventure imports from Hong Kong are problematic for buyers from China
ause of frequency, not kind. Violence cannot exceed a certain number of occur-
snces within a given interval, and it “has to be justifiable.” As the government repre-
ntative explained, there are two levels of censorship, one prior to o at the time of
purchase, and ane after acquisition, which can prevent the purchase from airing
the series is rejected at that point, the supplier is obligated to supply another series in
ace. How thus is enforeed is unclear, but it was represented to us as “a way around”
lematic situations. The impact of China's policies on those who ﬁ:xp()rf/pm rant-
1g to that country is illustrated by the following, which appeared in a Wall Street
mal article about Encore International, Inc., the China division of the Interia-
onal Channel cable network:

1o avoid alarming Chinese authoritie core’s utives screen 1,200 hours of pro-
gramming a vear to select 500 hours they think CCTV [China Central Television
eptable. In the LS., a broade
tncoie sereens every hour of every show, ware of a single episode on a home
exual affair or child molestation that would sink the whole serics. {Chang 2o000:B-4)

a TV series afler secing one or two

s¢ examples illustrate that for exchanges to work, many different types of accom-
nodations are made in response to the cultural contest of the impc}rtiz{g country.
Foreign buyers new to the interational marketplace sometimes find their zis;;axr1'1p~
about quality and popularity challenged. A producer in the satellite broad
tation of the Korean Broadeasting System who was visiting the United Sta
m more about American programming explained to us that as a legacy of her ¢
; "§ traditional practice of airing only acclaimed foreign documentaries and filins from
urces 'm;h as the BBC, PBS, or NHK, it was presumed that the increased presence
Imported entertainment programming for Korea's bwo commiercial networks could
of a similarly high (i.c., “educational” quality. Consequently, series sought for
mpottation were expected to impart culture and knowledge, and those, she <-:xpiztinc<§,
e identified and defined as ones that have achieved “high ratings” in a prime-time
hedule, On this first visit to the United States she found to her surprise that nany of
rics that did well in that market were unacceptable by Korean standards because
f their preoccupation with money or their questionable taste. To Ber, shows such as
lerry Springer (produced and distributed by Universal Television Group/USA Net
Uik, Inc.) and Change of Heart {lelepictures ProductionWarner Brothers Dom
Q‘Flﬁc‘icvi&ian Distribution} are “improper for a Korean audience.” Learning of these
3€ries’ success in the global marketplace, she was confronted with the rcalih:} that con-
1 as popularity, taste, und value, which in her view coincided in Korean enl-

ture, might not do so elsewhere.
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and arran vcmct\t» tmr are
thie outcome of cultural practices. In a final example, we examine some of the ways |
which constraints can arise in the context of joint prmfudmu ventures bahx een
tries. This kind of co-production was devised as a bus
cations frem cultural preseriptions or policy
intended for the European market may be produced in France by a division of a la :
international corporation in order to meet French pr gramuning quotas {Carveth 19
As an illustration, consider the 1998 NATPE seminar titled “On Your Marks in Ger.
many!” in which selected U.S. production company representatives interested in deve
ing co-productions with that country pitched concepts for hypothetical series to German
media executives and eritics. The seminar was designed to show industry particips
to approach opportunities for joint ventures. The title of a hypothetical action- ‘uiw,n!*m
series was (n; produced by Michacl Mann from Miami Vice with Luke Perry as an
“attached star.” A kev feature of the series would be the high-tech G, deseribed s “the
most sophisticated and elaborate aircraft available today.” The story se Ip is organized
around two former successful “top gnn” pilots who are best fr wd who relied npon
unorthodox methods while in the military, With the fall of the Soviet Union, each ¢
the service and went to work for himself. During the course of an attempt to steal jewe
previously stolen by the Soviet Union, they encounter ; . agent who presse
into service for the U.S. government in exchange for their freedom and who keeps th
from being sent to prison for their deed. “There will be considerable humor, but
icopardv is real,” and because of the humor and appeal to a younger audience, it is not 4
1o olclock” show (Le, intended for adult audiences and de A]lilé{ with mature t Esomw
One lead role is open, as is the part of the government agent. A flight attendant part i
also uncast, and the U.S. producer is considering a popular (rumm actress for the ‘wi
Reactions from the German critics (.mphasuml avariety of local factors that needed
to be considered in developing the series for broadcast in their count Ouly one exee
utive gave it a favorable reaction. He noted that the mix of action and humor was sin
ilar to several currently successful shows in Germany, and commented that the
big demand for “high-class™ productions in Germany, such as one like this. He noted
however, that it would need popular German actors cast in all the uufilled parts.
Of the critics who were less interested, one found the plot too comp
said that German audiences “don't want to sec the Secret Police again becaus
already had all that stuff” This German subive also empl o that
financing for an expensive production such as this would be a awjor stumbling
Following up on that comment, another German critic noted éhd wmpci; i IS
already very strong in prime time and that xmpmt‘ d ‘
doing well He Addu} that this kind of ac
done well and that, given its similarity
a German investor. Finally, one representative from a Gennian networ
that his company would take a show with a concept and features as proposed, but never
one that deals with any imuwn lem@tcn \u!m T a tzcmi that has evolved aver the
past two ye '

Although a manager at Paramount to Id us ﬂ}d{ as of cm‘,
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series by hinsself. While acknowleds zing that local productions should “leal
merican” in quality, he emphasized that the content must be entirely Gen AL —
cations, actors, ami story settings,
Traditionally, the media industry has relied upon a “concentration” strategy for the
pmdmfmn and export of media content. Under this approach, all production activi-
ies take place within the domestic eavironnient, and the products are exported to
ther countrics. This model prevailed at the time of the 1974 UNESCO report. How.
ever, changes since the 1970¢ in the structure and function of international media
institutions required countries to adopt a “dispersi g" strategy (Porter 1900}, in which
production and distribution are spread across participating countries in :mlcr to take
advantage of resources unique to each of the focations of participating pariners. Its
intent as a business strategy s to standardize marketing. From Holly \mnej s vanlage
, “such a strategy would allow the United States to overcome host contry lan-
guage, cultural, and institutional barriers by tailoring media product to suit local
needs” (Carvetl 1992:718). As we saw illustrated above. this would appear ta be far
er said than done.
From what we observed at the NATPE serinar, it appears that macro-organizational
tas co-productions must still accommodate middle- srange faclors if
ceed. Whether caltural considerations are anticipated at the time of

development or at the time of sale seemns to make little difference. & peaking more gen-

erally about attempts to standardize global marketing strategy, Akaah 1991} found that
consunier characteristics and behavior, the nature of corporate owne ip, and the ori-
tation of the corporation all present challenges to the success of mch strategies.
: m-pr()(kuﬁ{ionx in for-
ign countries are accounting . i
vhat we observed at the NATPE semindr, pro(fm s ah! 1 must Add[af m lmul or
regional conditions; otherwise they may not be ab ie to get bevond a pitch in efforts to
ell to a country with an established lncally bas v 2
Interestingly, a concepl that seems to have achicved consid cmble success
newer formn of international export knowi as foreign licensir
ing of a domestic program coucept, such s game shows or “mnag mnfc'
xz‘ztmu.moncll )mgmm the licensed version contains domestic *wmcm\ but wit
fnmm\ g country’s “frame” wrapped around them. Programs like this sell interna
according to the manager af Paramonnt. in his : bc} anse ﬁwm is aly

demand for United States television programming. Similarly

OFMTV sells well abroad, but in this instance a “frame” is ¢ 1‘(;(! by the Unit
that allows for “inserts” of the buving country's local artists thut see Banks 10
: these are considered exparls, in content they aceede to local inter

Conclusion: Observations about the Culture World
of International Television

()nr examination of the international market for television convidess how the b

angd regulatory environment in the eatly v vears of the domestic 1.8, industry er
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3. Those from other countries with whom we spoke held titles such as “deputy manages,
Fach had majo:

sales”; “coordinator, acquisitions™: and “head of foreign relationshcquisition.”
responsibility for acquiring programs for a network in their countey of origin,
4. The Hst intemational exchange of television programs took place between the United
Kingdom and France in 1gse (Nordenstreng and Varis 1743
5. Statistics refer to the number of hours of airtime filled in the destination markets.”
is, if 20 episodes of a oue-howr series are sobd in 100 narkets, that series accounts for 2,000

hours.
6.A
rendering them dependent on imports. Those factors include “low income tesources, lack of

aviety of factors prevent developing nations from producing their own programs, thos

industrial infrastructure, lack of support by weak governments, mappropriate models for pro.
duction, and lack of trained personmel” (Straubhaar 1691 45 see also Hosking and Mirus
19883,

= According to leading proponient Herbert Schiller, the primary assumptions of the o
nal 1960 version of the cultural imperialist theory were: first, that medialeultural impertalisis

was but ane subset of a larger system of snperiatism; second, that “what is reqarded as b
tural output also is ideological and profitserving to the svstem at large”; and third. that in the
late 2ot century, the corporate economy is increasingly dependent on the media/eulturd
sector tigor: 1. Schiller argued that the cultard 3(;11%}!1,#1% that exists today, while still
ansnational corporate cultural dominge

heavily focused on the U.S., “is better understood as
tion” (p. 150

8. See, for example, research on the econontic model of television program Hows {
and Mirus 1988 Wildman and Siwek 1988 :
the importance of “cultural proximity” {Straubhaar 199 in explaining patterns of regi

program trade.
9. We discuss t e n;”,; U \?b,.,( () ;cport at some scu;ﬁh because, ih(mm NOW N0 il 1an

critiques of the precmiwm presenw nf -’\nwrr(an prograntming ‘{brmd, We ,.z}m bdsu{ that
many of its key findings have been overlooked by scholars,
wona smd} published two vears Later, William Read (19
the foreign sales of American programs ab that tine went to countries with the most receivers
and the largest audiences, in particular Canada, Australia, Japan, and the United Kingdon.
Read’s study reconfinmed that the prineipal direction of programming How was from the 15
to the other seven countries. Although it is uncertain whether all countries had an equal
opportunity of being included in Read’s study, given that its focus was on information from
Jdominant countries, it was, nevertheless, revealing of the regional domination of countries

51 revealed that two-thi

with strong export programs.

1 This strategy is followed evers among newly emerging commerce il nenworks. When
axkcd pecifically about soap operas, the head of programuming acquisitiont at a Lithuian
nviwmi\ whont we interviewed at the 1098 NATPE convention explained how her network
was broadeasting some popular imported soup operas dusing daytime and others in the
evening, dependimg on the intended audiences.

12, Deputy manager, sates, from the China hiternational TV Corporation, Beijing, China.
s until Mexico

13, Antola and Rogens also found that series were not sold to other countr
purchased the rights.
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_ ' M,’?"Etzlt imported entertainment programnung prevailed in so many countries only | ight

ened concern for its effects upon local culture (see, for example, Schiller u;'::c;“s The
NESCO report itself notes, however, that “in the selection of most entertainnient programs,
ealogical considerations do not play much of a role, but many countries exercise grmtrr
geieet ity in purchasing mﬁnnmt:rm type programs” (Varls 19740 1071 Further, since release
:SCQ report, considerable scholarship on the extent to which aundiences are aethe.
itical readers of television-as-text has ckmmsatm ed that the mere presence of a p particular
ultural good does not automatically have profound cultural or ideological effects on local
diences. bt their mieta-analysis of the sszm ts of uperted progranuning on television audi-
ences, Michael Elasmar and John Hunter (igo73 conclude that, At most, foreizn TV expo-
sure may have a very weak bpact upon andience menbers” (64: see also Ware and [hipagne
1995 Yaple and Korzenuy 19891,

15. Indeed, Pierre Juneau {1993} argues that “the overall success of the American audio-
visual industry rests on its ability to praduce a type of entertainment that appeals to large,
anonvimous, undifferentiated audiences and that is unencumbered by formns of evdtural con-
tent that might be an obstacle to portability” q}. 191
16 Telenovelas are the Latin form of the U.S. davtime serial (soap operas). Each consists
of a long-running serial narative that can ])(‘ tm; ed back to prior melodramatic forms, that
both originated in and were sponsored by U.S -based companies producing doemestic prod-
ucts (Lopez 19951, However, whereas soap operas are open-ended and potentially ]n‘mﬂe\\
telenovelas have a specific number of episodes. achieving narrative closure through detinite
e!jl{lmw; {see Burker 1971,

7. Unlike U.S. soap operas, telenovelas typically organize their advertising campaigns
rmmd popular actors cast in lead roles (see Harrington and Bielby 1995: Lopez 1995).
dost Latin American telenovelas are 100150 ¢
iiddle” characteristic of U.S. soap operas (see Allen 1985; Lopez 19931,
9. While the mandate has been lifted. a representative to NATPE from China Iriterrzw
tonal TV Corporation informed us that Chinese buyers tadav prefer telenovelas over ULS
04p operas. It their view, American soaps “don’t work” because “they focus too much on tae:
ividual, and not the ‘dynasty
former prime-time American series

S

sodes Icmz_), in contrast to the “endless

i, family; see also Homik wgb). For that very reason, the
s Dynasty has been very popular in China.

0. Co-productions were launched in the 1980s as a viable approach to foreign markets,
hcmg 1 they have been characterized by one observer as a “low-volume, mid ~bt.zdget busi-
s (Grantham 1999}, they continue lo proliferate because they are an effective means of
l"35?011dm g to riving production costs and the complicated constraints involved in exporting a
ely U.S -owned and produced product to foreign markets. Precise statisties on the preva-
. §€m‘:: of co-productions are not available. However, their is wereasing popularity is evidenced by
the atteniion devoted to them by industry seminars and international law firms that specialize
1 organizing such deals. Coverage of new co-production deals has become a regular feature of
mdmm trade publications (see, for exanple, Leventhal 1597 Williarns 1gg7: if,;imzmds 100}
21 An interesting failure in the export of existing program concepls was observed x&hel}
?Ef:nmndo ailcmpt(d to revamip its privne-time progranuning in order to attract o voungey,
ore Americanized Latino audience. One of its failed series was an ads tation of C harlie's
ngels, that had a hip young Latino cast but relied upon old seripts for its plots. Thouglt the
udience’s re jection was in part a reaction to the dmppnw of T Jemundo’s highly papular
primc tme ainstay, tdmmxdm from ils cvcmné‘ flrc another reason for ihc failure was
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that the series” concept proved to be of hittle interest to the targeted audience. One high-leve)
industry souree from a rival network who is familiar with the Latino market also sugges

us that the overly sexualized female characters were seernt as offensive by some sub-populs.
tions of the Latino andience. The reasons for the failure of this series underscore the subtle
wass in which cultural constraiuts operate, even for those within the cultural system (s
example, Faber, O'Guinn, and Mever 1986,
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dany of the discussions about the nature of globalization, such as the extent of cul-

ral homogenization or heterogeneity that results from globalization (Featherstone
90; é\ffc(flhﬁ:smf}' 1999) and the nafure of the process itself as a form of cultural impe-
cal and global processes {Robertson 1992), are v very

ally informed by knowled lge and umierstandmg of the actual

s, rchtm‘shtps muE rocesses involved in economic and eultural transuactions

between global actors in specific ¢ ¢ industries and instituti Iheorists writing

about the globalization of culture hav stantive focus on the practical
ition, through \\\lucl prm;a es ‘xt cult ural integration and differ-
~ therstone 1990}, Notably, Roland Robertson (1992) argues that
globalization is best understood through a mapping of actual intersocietal and inter-
cuifum I encoun ;md i]‘n' thcw hould deal with the “processes of cultural svn-
- the ways in which problems of particularism and

i fi_'p. 41
TI}@ tase of c‘h;idmn's an%rmzlz:d television provides an opportunity to examine both
ted to an intensification of crossnational collabo-

vmﬁe,m in thrs« fmm of { chmsum pm(fmimn as well as the strategies that resulted in

mnm‘itmm n pmgmmmmg that were compatible with consumer tastes 1 counbries

1 xdmim mti; large 'md small companies from large and small countries, n
 these networks cannot be characterized in terms of a simple center-periphery
nodel alysis of these materials also shows that elements of homogenization and

hete 0g :nut&‘ may exist in the same seament of the industre,

Though much research on cultural pmduc‘i 0 tends toward reductionism o
xcrdvtenmmmcm priovitizing, for ples industrial, ceulatary, or content features,
the current model Twill discise assimes thiabendbiral soolioting o R diioa






